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Foreword 

by Ira Glass 


I find myself lately living in a world I never imagined would exist. When 1 learned 
to make radio stories like the ones I make today, you could fit everyone who made 
those sorts of stories into a minivan. Now were an army. Our ranks have been 
growing for a while but just in the last year, it feels like some new beachheads been 
conquered and a flood of new podcasts has arrived, tilled with stories that have 
surprising plotlines and humor and emotion and interesting, original ideas. 

And these podcasts are finding audiences. One measure of just how much 
things have changed: When 7 his American Life went on the air in 1995, il look us 
four years to get to a million listeners. In 2014, our spinoll Serial got there in four 
weeks. NPRs show Invisibilia got there even faster: over two million listeners per 
episode in four weeks. And as people continue to find these shows on I ho Internet, 
the numbers just keep climbing. At this point, each episode of Invisibilia has been 
downloaded by five million people. I or Serial . the number's over seven million. 
Finally this year we seem to have left the era when telling someone about a podcast 
got you blank stares or a confused “1IOW do you hear one of those things?’' 

If you picked up this book hoping to learn how to make stories like this 
yourself, let me be the first one to say Welcome! The waters warm! Jump on in! 

It you picked up this book as a fan of these shows, to get a look behind the 
scenes, an enthusiastic Hello! to you as well. Please know that all of us in this comic 
book look cuter in these pages than we do in real life. I’ve read that being in the 
movies makes anyone look ten pounds heavier. Apparently comics lighten you by 
twelve or fifteen pounds. And in the comics, 1 and my colleagues agree, our skin 
has never looked better. 



Jessica Abel has done a spectacular job capturing what our jobs are like. 
Frankly, 1 find it astonishing that an outsider could come into our radio offices 
and so thoroughly suss out the key things a person would need to know to make 
great work. So many parts of this book blow my mind, they're so well done. First 
and foremost: the chunk of this book that starts on page 47 about how to tell if a 
story idea is worth pursuing, and how to focus a story so it'll be great. People say 
so many smart things in that section that I’d never heard before, things 1 wanted to 
try out immediately. This book is a first rate field manual for anyone thinking ol 
joining our radio army. 

It you're even vaguely considering this yourself, my advice is: start now. Don’t 
wait for permission. Don't wait till you get a jobdoing this. Don't wait for inspiration 
to strike. Don't wait till you're at a better place in your life. lust start. You’ll find it's 
simpler than you might think and as engrossing as you could ever hope for. And 
where to start? Well you should choose whatever feels right to you but the most 
basic radio piece you can make is an interview with someone who has some story 
to tell. For that kind of piece, you don’t need to figure out how to write or perform 
your narration. You don't need narration! (All my early stories were non-narrated 
interviews for that very reason.) If you want to spend a little money, spring for a 
mlc to plug into your smartphone and get a proper recording. Edit and mix the 
sound on (iaragcBand or whatever free software you like. You can strategize what 
to ask, do the interview, and structure the tape you get go through all the steps 
of making that piece in a week or two. Play it for a friend and have them critique 
and then make changes. I hen play it for another friend and make more changes. 
Then try another story, and another. Rinse, repeal, get better, post to the Internet. 
Maybe pitch a story to some show you like. 

In 1998 when Jessica Abel first came to Chicago to hang out and draw that 
first short comic hook about our show, my coworkers and I all thought we were far 
along into our radio journey together, old hands at our craft. After all. we’d been 
making this American Life for three years! What else was there to learn? At that 
point wed already succeeded beyond our expectations and gone as far as we could 



imagine anyone going, with our audience that was less than a million people and 
our barely existent internet presence. We had no idea other people would someday 
take up gear and join us on the battlefield making these sorts of stories. We didn’t 
think of ourselves as the advance guard for the crowd that's now formed alongside 
us. But lately there’s so much great audio being made, its hard keeping up with it 
all. People are trying new things, expressing their personalities, documenting stuff 
nobody had gotten to till now. More than ever, it feels like there's so much to invent 
and discover. It feels like we're just at the beginning. 



Preface 
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Mari h, 2013. raris, 
the Radio Frame build 


f/r, |C va if poser lc* 
((Mdiotif cm fran^ais 




Thomas tfaumgartner, the host of £'//c/t'ct 
tfa 4<rtt on Radio Fraw (, -found out about 
my comics about radio and Was intrigued. Me 
atked me in for an interview. 


I'd been living in Franc e for nine months at 
♦ hit point. I ctvj enough to understand questions 
in Freni h, not long enough to answer them. 

* OK ’ I'm going lo <;>* you ihe questions in f tench 

























Jessica Mel, ce yu'il vous terrene dons 
Ia radio, e'es* yuoi.'* Li // tu.w<ity 
peep/e’j Af/at/Cd? Li M * question of 
Jouitd, of race? U (t at n*AJuU<V€ 
yueittoH £tu*t yew want to Aedo/re? 


s.afe 


RijM-, exac+ly, aI! of Hicse things. In *he las* 
\$ years, radio in *he 14.S. has evolved entirely 
new ways of +ellmg st-ories. there are so mntty 
ihcWf now *ha* produce S*oricS H»a+ Are... 


i&e3»j2r. 
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what is it that interests you about radio? 
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for over a y ear , I'd 4>e*n Working on this took And thinking 
about /'morican radio almost nonstop. Put it Was still a struggle 
to define for this smart radio guy wha*, exactly, I Was doing. 


en 


•■'If: 


*4oW the lieII could I explain what 
d is that makes the radio I love So 
important and Worth our attention? 


'(SLaj 


sm&w 


J\w 


The kind of radio that 
entrances me a* a listener, 
and that excite* me at a 
Hunker, it's unknown here. 


m 
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Sim e then, I've had a lot 
more time to think about 
»t. So here'* my answer. 


Radio, especially public 
radio and th« podia*** 
that have Sprung from it, 
and eSpet ially though no* 
exclusively) in the MS/', is 
*fie most fer*ile around for 
nnrraHve non-fiction in 
Lngtish'language media. 











The producers 
Working in *his 
nif.in.m Cyroducen" 
in *f ii{ confer* 
usually means people 
who reper*, narrafe, 
edi*, and sound**a. k 
♦heir audio sferies) 
are making Work 
*ha+'s Jofj't/po/il 


Have you heard of “driveway moments".' Where 
you’re likening *o a S*ory on *hc radto in your car 
and you arrive where you're going bu* you jus* sd 
m your tar fe hear *h« end of *he Sfery.' 




While you migh*- ge* caught in a Social media vorfer 
and have a hard *imf pulling yourse hf auay, d 
deesn'* usually feel *ran$ccnden*. bu* *ha*'s wha+ d 
•feels like when you erpenenre the best audio sferies. 
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r®o 


m. 


And I fell Sfenes. That's 

wha* I do for a living. 


Urn 


iK. 
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b: 


W\ 


' i 
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W M\ 


I'm be**mg you do, fee. If no* in the form of 
comics, then you're felling sferies when you 
wrife up reports -for your bc*s, or make a 
Sales call, or even crcafe a facebook profile. 


■ 




'vr> 


*»o wha* do *hc$c 
»adio produi f»S know 
*ha* I don'* know. - ' 




\t%>: 
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because, *he yues+ion is, 
How do *hey make *h«se 
sfenes Solid gold.-' 
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Uiere'* a tpiri* of, - le*'« jut* all yt\ *o*je*her 
and make *hi* *hm.j," of fearlettkf breaking 
new arbf+k ijrcutui, *ha* < harar4en/.et propi 
working in +hit field. 



Creative radio producer* 
donV he*i*a+r ko borrow 
from *he o+her ar*t. 


Jad Abumrad bring* hi* 
formal mutic al e<(utA*lOH. 
Rt* A\e<r**-Mi||er bring* hi* 
evperiencc a* a hip-hop 
producer. Jay Allison relies 
on hi* background at an 


evprrimrntal *h«A*«» director 




being self-taught takes intante willpower and 
*elf-dt*< ipline to bei ome the best. 0 u* it alto 
take* imagination and self-knowledge. 


fUblk radio today i* entrepv eneut ial and 
PIV. And I mean that in the punk roc k 
tente, a* well a* in the bucinet* tente. 



— 



FVoduc er* labor together in cooperative 
«trw*uret to build and rebuild their stone* 


Cveryone's ttonet 90 
tlirough edit*, ami even the 
lr whet* intern* have a von e 
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Thc'f (peak to wMi recognizable, voices, and 
sound Itke roal kuM<aM beings, allowing us +o ccn»i*c+ 
to their (lories through ♦fw passion that We hear. 




Thi^ feels so right to uS today, when Ai*Vf»ori+'f 
trwf< from diret and authenticity, not 
(learnt a»»<( formality. 


■r jj 


k”. 


ijixmmmiumt! 
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,IUJ 
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iiimmi navi ■ 


Hut whr»i I was JtWmj in 4l»« 
IiaIIvva^ of RajIio f ranee, I hoj&n'b 
■figured any of +Iia+ ou* yet. 


& 
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f'ty first day, the etee m*uc producer and host, Glymi UasIm.i.j*o»i, *ook the 
vvhrlf staff —A*id (full disi loture) Mu -—cut to eat spicy *»m fu.A.i food. 


u . 


ScCC»aI H«OH*llS 
CArlicr, I 11a< ( bc«*i 
•h Oakland, doing 
*!»«• research for 

♦Ins book w«M» the 
radio show StUep 
JuetyfHCtlt. 


Ill 
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|M ( 




m. 
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This is good. This's got 
beef and...shrimp' 






I’m kind of intentionally 
not asking what some of 
the meats are »**i»il after. 
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They were curious about how * Was planning to 
make this book come together. 


Co oh. I don't know. Sort of' It's 
not eractly the same as you guys... 




—— i* 


Po you yuote eractly in your 
comics.' CV do you paraphrase!' 


ij 


//i 



"Cut tins tap#/' meaning, am I going to transcribe 
and edit tfC or ICC hours of tape of interviews 
and meetings and Sk huan lunches.' Ves. 



£RI 


ft* 


I yuote fairly eractly, 
but as Jus*«n Creen 
said, the dirty sec ret 
of cartooning is copy 
fitting. Vou literally have 
limited physiial Space in 
which words c an fit. 




A 





ran 



I'm ere ited. I've wanted to see 
the ha < omn for like, ever, forever. 
I've heard about it for years. 









k 

i\— 





Vou 1 ould have ordered it 
from the TPud /»»cf/cw« Ctfv 
website, for like five dollars. 
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CK, yeah, so tbit if not 
*h* firs+ +im<’ IV* mud* i 
cornu hook about radio. 



Of tourfc, I could hAVC juft likened to muSK Ami not 
tested the primitive < AfYibilitiec of RealAudio, but I W< 
an add ii t of this new fhow, Thid Antcuc+tit Ltfx:. 


I'd been listening to it fun c •* Iauiu hcd on loud 
(hitaifo j-ublii rAtlio W01/ as you*. A’.t/C/o 
P/.tyfuHofV bni k in Surr, I'll moved to 

Mr»i( o, but | was ho * About to give Wia* uf». 


#Ack in I *1*1?, I WAS living in Mexico City 


I'm a cartocuift. If you ever vwvn* to picture what it 
lik* to be a c Artoomst, you can ftart by imagining 
incredibly long hours hunched o«r a drAWing *Able. 


So. Meric ©. W'ff?. £4>,(?'baud dialup internet 
service (when it Wasn't- on the frit;). 


buffer nil) 


eartooniftf, it there - 
fere invoices listening to 
radio — hours And hours 
And hours of rAclio. 





















So when my phone rantj in the fa II of Yl'lft, and 
I answered, it took all of two Words for me to 
realize that, incredibly, Ira Glaus Was on *l»r line. 
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r* 




S3* 



. tlljl 
<llt 


Vow Hon'* 1 know 
me, but my name 

is Inn 6la«... 



Hr tbougM- of me because he'd clipped and saved 
a journalistic c omw I'd done a few years earlier in 
a (hicaijo newspaper. So yes, making r»>«“ s about 
radio was Ira Gian's idea, Me't 4>»c one who's 
always Saying, "Radio %s a very visual medium." 




Mr had ca I led me to 
ask r f I'd be interested 
in crruiiMfl a comic book 
about Thid AweA/enit 
Lt'fe *o give to people 
wbo donated money to 
support tbe show. 


Well, ub, ycti/i. 


0w* journalistic comics weren't all that common 
at the time, so maybe lie Saw something kindred 
in me: (omeone willing to < ron aitistii boundaries. 


■rti 


mm 


we ©uir oor 

J065 TO GO ON 

roof *. we ‘ Re 

+TAKVINO ro 

vo nti*. 


qmi ; 



wr%c* 


. so you SUouLO 

0oy TWlS OOLC. 
GOT RV6 BOCKS.’ 


..st: ’! 


Mid 


MV kkr* II 


(A ponol horn il\o ilory Iro sovod.) 












Wc called our comic tfadco: An l/Auftiated Gut'de. It's designed to explain TluJ 
AmCto'Ctt'H I'ife'i Work process (as of 17'/'/), and to show behind' the-Scenes tidbits. 


ffi 
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The bask, process 

describes... 




pitching 


interviewing 






i 


Writing 


; s?’ 


.1 
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/ 




IP 
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Sf 
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c oming up with a thence 
to link stones together 


VS! 




tJ 


r 


dittng 




«k Itcre were mar 


SR 


1. i 'S 


/ 






soundtrarkmg 
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...is not only Still basically 
unchanged at Th*4 AmeJUCA* Cifr, 
it's also essentially the Same process 
every radio show in this book uses. 


there are variations, of 
course, but: get t apt, < u* tape, 
Write narration (if any), get 
feedback, rewrite, rei ut, layer in 
Sound, score With music, air. 


That's 
the technical 
underpinning 
of all radio 
stones. 
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*«?• 


I probably Would 
liflrt taken the job of 
creating A'nt/to: Am 
///tuftotded Guide 
eve* i if I weren't a fan. 
0U+ turned Out *0 be 
a lot more than a giij. 


I-ike a lot of the people you'll 
me€* in this book, I'm Self-taught. 


»tis system Was*'* exactly 
what I needed, but it >uui some 
of the element, and that se t 
me on a path of di«c«rtO( 
that laSted...Well, i«»*tl now. 
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r.S: 
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I (Hidicd, I taught, I 
wrote textbooks about 
making (cornu s ) stories. 
#ut eventually I realized I 
Wasn't done With radio. 


iM 


I was looking for a 
better Way to build my 
stories. The Way I was doing 

it a* the time invoked lying 
on tt* floor for weeks in a 
S fmi-(fl*A+omi state, until 
something came to me. 


VTk 


if 




mm 


sggfoflK 




iirs^r 


S i 


I C 


ro. 


I understood the literal 
procetl of making a 
radio Story, but that only 
took me so far. there is 
so much more to know 
about what elements 
go into a wonderful 
radio Story, how great 
prcdui erS Approach the 
ic narrative yuestions. 


mmm\ 
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LCTi 


'19 
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f-.B. 


In that sense, my 
Sean h for more insight 
into storytellmij has 
taken me full circle, 
right ba< k to narrative 
nonfiction audio stories. 


... uh, public 
radio based creative 
non fi< tion narrative S. 


Wait, um...fact-based 
radio (and podcast),., 
no, audio storytelling. 


44ah. HoW do I 
Mi// not know what 
to i all this tkirff/'f 
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Ira. Po you have a name 
for 4 kind of radio/ 




Mo, ho. f ha* 
Would really help, 
wouldn't »4. / 


K 


I HU’OH, i*’{ 

**ory. V/tWt 
cokin' (tones. 


We're making st/arScd. CJut like, you know, 
*ha*'( who* the 08f call* the report i ommg 
in -from Pubai oh the waikf* -fluc+uo^ioH. 


I moan, jcwfkmft we'll 
say the Word "narrative,” 
but that's just like 
adding c**ra syllables— 
and boringnecs—to it. 


It's narrative 
journalism, is who* r* 
iS. I mean...we don'*... 


Veah. Lverything it a t*ory. 
That doesn't help much. 


I think you might be Jiw k 
With “H«rmkrt journalism" if 
you Wan* to i all it Something. 


I jut* Want 
*o make 
Something that 
•t compelling 
to me. 


And I with there was a not-pretentiouS Way to jut* fay 
“(ompellmg stories"...you know who* I mean,' l ike... 


It's like your original »*tle for AUt/to: 
An U£natju*tedG«//Ye, whi* h Was "Mow 
*o Moke Radio That's Aciunlly Good.' 1 


IDj 


w 




Veah. I <4*11 Sort 
of feel that way. 









(excerpt from) 

Radio: An Illustrated Guide 

by Jessica Abel and Ira Glass 


The staff of M/i AiHftktm Lift invited me to 
spend a week mHi them in April FI 4 # 4 ?. It happened 
to l/e the week they were put tiny together *• show 
called Po-Goodrrv' Nancy Updike co-produced 
Hie Po-Gooders' show with Ira 


By Ihe way. youll not.ee me land sometimes. 
Ira or other people/ drawn in this clean Hack 
and white style at moments when I want to 
step outside the How ol events in the hook 
to make a connection or highlight an insight. 


Youll also sec a difference 
between how we lock now. 
in IW and m Ihe rest of 
the book, where we re 16 
years older! 


A few bas*«; In I*W < 1 we would typically 
work on an episode of our show for 
Ihrer or four months before it made it 
onto the a«r. For most of that time, we 
were just collecting stories. We would 
consider IS or 20 story ideas, and 
start collecting interviews on s.» or 
seven of those stories, before we finally 
settled on the three or four that made 
it into the show. The first time the 
Vo-Gooder*' show came up in a story 
meeting was January 'Ith. H 4 ? 4 !. Ihe 
show aired April ‘till. Y¥¥). 




Our work week began with a story meeting on Monday morning 
and ended when we fed the show on the public, radio satellite on / 
Friday rvyht at 100 Chuayo time That time wa* firm Station* 
around the country taped the show off the satellite at I.OO. so no 
matter what when 100 Friday rolled around, we were on the air. 


These days we assemble the show m a computer, but back 
then, the satellite Iced was a live radio show. I read my intros live 
and placed the stories off a fancy tape player. Mondays were 
sometimes pretty frightening none of the stories wrre finished 
and in fact, wc still hadn't totally decided which stories would even 
be on the show. Of course, the rest of the week was frightening too. 


The producers as of April 



NANCY UPOIKC 




JULie SNYOCR 



alix i ei.se / srieceL 


JORGe JUST 

if'rodui lion Intern/ 







6 2*? fr. da* *</*?, 3\ minute* to o,r 
From WBC7- CHicuyo-and Public 
Radio Intcrnat.onal-its An 
Anrrtian Lilt. |’rv» Ira Glass. 


• little. you Know, 

& suburban. yd <n H'e car 
l and dr.vo everywhere life 

v! DU «7 


Lit’* do H\at ayain I was timny off, um. 
llv counter, bul it, mow Knew what I mean, 
she ends Iwo seconds before Hie end. 


B> yid was yo«ny blind- 
.n m.d-lift*. with a Kid 
SHc Had stuff to do. 


Ali* bficyd 


I wasn't Hi.nk.r y 
about Hie I«m! 





































WHERE PO STORIES COME FROM 


It'S Sort of a foSc<nat.'ny story in that it was both black 
and wh.te sharecroppers. and it ended With the federal 
government y.wny Itw wore or less what they wanted; 
but ( explained why we wouldn't be interested, that 
essentially this iv sort of an AA6 type of documentary.. 


I was yoiny throuyh tt>c internship process w.th an 
applicant, Mary Wittenberg I had asked her to pitch 
some stones, and in the interview, she pitched a 
story about this par t of southeastern Missouri. 


Julie Snyder 


which is yreat, they're yreat stories, but we feel like it's alrradi 
i presented in puU.c broadca-.liri.i ,»\.t f i< -t not what we do. 


Mary Wdtcnbury 


.. other characters in a very 
specific way. and there’s conflict, 
chonyc and resolution land not 
necessarily always the resolution 
part# .nherent to the story . 


-’f. jrt i l- 






ilplillTK^CEv- f; 

»tW T.T«®tt 'Ajd ^ Adi 

T|.s I 































mmwm 


mmsm 


The story was about Kenny and Jackie Whorten who yrew up 
.n this small town. Canalou Ican-AL-ul Missouri. moved away. 
and then moved back after Hutu retired Put the town hod fatten 
apart in the 30 nears they'd been away, and so they tried to 
improve things: oryan./c activities for the k.ds m town, yet 
streets and sewers fised . P»^/2?.3Sjlt^7^7?"GF*T Ti T7"" 


She basically wrote out the whole story, and in 
a really yrcat wau too That’s the thiny about 
pitch letters they kind of have to be stones 
m and of themselves She's a nice writer, 
and she wrote it in a really beautiful way 


Put it didn't work. The more they 
did, the more people hated Hu m. 


Put the best thiny about .t. for both lia 
and me. wav that we yave her feedback 
on her submission, and she actually 
understood the feedback and found a 
different story based on what we said. 


Around the same l»mc, Elizabeth Master. our webmaster 
pitched us a story about another small town, in kanvav 


It was hea» l.n.ny lor us for me. 
because I warn* sure if what I was 
say.ny was just tike Hah blah blah, 
only applicable •< you were already >r 
this world, or .1 they really were 
understandable ideas, 


That town was also filled with 
people who didn't want their town 
to improve and the heart of that 
piece would"vc been the same- to 
understand that point of v.rw. 


Put what the Kansas idea lacked was som 
real itory. some conflict, some event that 
brought everyone's attitudes into the open. 


A real i/ar.;i tan be told as 
a sequence of actions. 





























FOR EXAMPLE . 


So Brett was on the subway platform, 
afternoon rush hour it's mobbed. And down 
the platform he sees lh.s guy. The guy goes 
up to one person alter another, stands very 
dose, says somethin*. i*' * — "[M 


. and moves on. Mc's nccly dressed, doesn’t 
seem to be asking for money. And he's 
gett.ng closer, he approaches person alter 
person, walks up to them says something 
quietly, and moves on ;.* 'JtL 


And as he yets closer Brett can hear what 


Now at tins point, no one s 
turning off the rad-o. Bat 
why* I* you look at .t. it’s 
a completely banal story a 
guy sees another .jay on a 
~ subway platform 

SftrJS Where’s the t 
suspense in \> 


; .. . — 7 1 Whenever 

there’s a sequence of events—this 
happened. then that happened, then this 
happened—we inewtaHy want to iAk 
find out what happened next. 


Also—and this is 

key-this banal 
sequence has raised 
a .<uest.cn. namely j 
, What’s the guy \ 

And ym.ll 
stick 

.V^L a. ..and 
1^ ▼ you find oat 


Bat Brett Iha ha ha) 
he’s nol choosing 
you for Mxut/uno 


..and wnar we s saying is you. you can stay, you yo 
go.’ ’You can stay.’ ’You’re cut la here ’ Me draw* closer 


I know! 
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There iv just something about the judgment 
of strangers. When tV-c clerk in the record 
store looks at the Cl*. you're buying and 
gives you a glance like You arc so lame.' 


TV.s is Hie otkrr 
thing you need. 


And Brett felt wkona There’s no olW-r 
word lor it really In Ivs mnd V*.c knew there 
was no reason to gel so mated. But in Ins 
heart, it made Ivm really really happy 


It's as i( by thor status .«r ttranym, they 
l ave some special insight into who we are 


I believe that raAo is a peculiarly didactic medium. It's not enough to tell a little story You also have !o explain 
what d means. That's the way news programs work, that's how call .n shows work, that’s at the heart of Hush 
Limbaugh and Howard Stern and everyone else people love on the rad .0 if -and so once aaa.n Ze see 

..and so. KV. Secretary, tell us | . Mss is what I'm saying. I don't see presidency that makes us 

what this means. Poes the WN have | View Adam Sandler's funny. I want to [ ashamed to i-t Americans 

the power to intervene or not? _ l.ke lvm but I just don't get it. Explain | Z$y ItW 

7<~, ! to me what you found funny.. I JbM f? jL 


Without that broader po.nt about 
wouldn't be as sahslying. 


If this story was just B 
the judgmrnl of strong 


This is the structure ot every story on our program— 
there's an anrtdote that •>. a sequence of actions where 
someone say* 'this happened, then this liappmrd then 
this happened'-and then there's a moment of reflection 
about what that srgumcr means, and then on (, 
to the next seguence of actions 
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THINGS COME TOGETHER. OR: GLOMMING ON 


Story meeting. I 0 29 Monday I/M. Thirteen weeks before broadcast. 


The Plind Wortian. 


So this <s the first piece you 
hod. and you looked for other 
pieces to sort of yo with it? 


Nancy Updike 


Yeah I mean. I talked about 
this at a story mecliny. 


Th.s i* not my 
natural ha.r color, 


SO.. I wav 


pitched th.v story about this woman 
who’s yo.ny Wind, and needed 
someone to dn*c her around. She 
h.rrd this yuy and the problem wav. 


...he wav too helpful Me kepi doiny 
this extra stuff for her that vVic 
ddri't want h.m to do. She felt invaded. 


And Nancy had the idea for a 
show on do-yooders she had the 
blind woman story and I told her 
this story wa-. fused lo m« that 
I think would be really yood 
lor a do yocdrrv show. 


We could do a whole show on yood 
vamanlanv. There's lhal Ian frazier 
story we've talked about, about those 
yuys who yo around clearing vlull 
oul of the branches o( trees. 


. actually wc Were in the car 
consrty back Irani our Ahir fiv* 
/nun photo shootl 


1 he Canalou story 


1 th.nk .t's interest.ny because 
it’s about the moment when 

The Canalou story came 
up dunny the week. 

helpfulness ceases to be helpful 
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And so then on Monday, I pitched it in the story meeting and 
you know, everybody thought it wav a really yood one, and w« 
should just yo ahead and move forward on .t. I mean. the 
question wav just essentially now tx>w would we do it... 


.. and I thouyht. This brings up all 
vortv of mtereshny ideas about 
Mp. and do*%y yood. and that ,t 
seems like it’s yom^ to be easy and 
simple, and .! really rarely is. 


.. who's yo.ny to yo down to Missouri is 
she yomy to report it. arc we yo<ny to 
report it. what narlly ore we yomy to do. 


Ira's Office. Maui- 1/ Three weeks 
two days to broadcast [ 


And the Gourcvdch book is a really 
beautiful example of that, about how 
international aid workers actually 
made th.nyv wont m Rwanda by aidir.y 
the s.dc that committed genocide. 


So I’m in the nsddle ot this Philip 
Gourivikh book* and I jMst saw 
a story in the limn about humani¬ 
tarian a-d .n the post Cold War era, 
and it's st.rnny up ideas about 
what n the yocd were doiny, and 
where arc wc k»d<4ny ourselves. 


His book's yot ten a lot ol publicity 
but I th.nk it'd We cool to put a 
story on that scale with these 
other stories. Also. I think we'd be 
approaches .t with a different 
sensibility than those other shows. 


. so we called Gourevitch up, And 
then, you know. Ala had seen this 
performance by Luny Skyer. and 
thouyht. Oh. this could yo >n 


If it works, I think it would 
make the show yreat. 


I heard Term Gross 
do an interview, 


Wo Wi*h lo Inform You Thai Tomorrow Wo Will Bo Killed Willi Our Fam lioh Slorio* from Rwanda 

Farrar Straut and Giroux, 1998 


























Story meeting 10 >12 Monday *f/£. four days a nd tw hours to air. 

OK OK. this week for Vo-Gooders,’ here's what we've got the Wind 
woman. which I guess I should listen to finally which is 7»sh; Canalou. 
which <s 30; and then Philip Gourewteh. which dorrs have two parts in 
<t one where he talks about ttw humanitarian aid bang such a joke. 


And then Hie otWr tivrigs that art- 
contenders tor the show are Hie Lurry Steger 
story, and Spy Musk, and the bag story 
. t mean, wc don't have that much time... 


tch I think rcalis 


tically is like 16 to IK minute* 


Once you get an idea go.ng. things 
start to glom on to it; you know you | 
have a whole bunch of things, and 
the length that it's gonna be starts l 
emerging, and some things drop out. I 


Yeah, I th.nk we might want to try to 
make room for Lai ry Stcger, tt’s only 


and often, if they're good, they'll 
glom on to some other idea 


Yeah. But whaddya eipett' It's called Vo Good erf.’ You 
thought maybe you were listening to a different radio 
show' t'Rmps' however, is just gonna be a laugh riot i 


Wh, no. Its not funny 


It's just a good enter taavng story. 


You know one little light moment 
ol someone handing someone else 
a sandwich, perhaps. I dunno. 
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THE ART OF THE INTERVIEW 


In Februa ry lr a and Julie went 
lo Canalou lor IVw day* wilh Mary 
Wiltcnbery. who Ivd pitched the 
story <irid knew the town. arid taped 
12 hours ot mater al (‘really not 
very much’ according to IraJ, 


A lot of figunny out the interview .s 
making a structure for what .fv gonna 
be. Ill go in with l.kr two or three thing* 
I'm yo.ny for. I want Hie Whortcns to 
tell me the story about what happened 
when they moved back to Canalou 


ka. let * talk about 


interviewing technique. 
You're known as a great 
interviewer. Wow do you 
prepare for an interview' 


I want them to tell me why they think who! happened 
happened, and there m.yht he one other point. 


Usually, lhi i AiYun .tu tUr interviews-like our stories- I 
two major sections the narrative, and the relleclions 


Well, each thing myht have like 
a million little sub-pents. where 
I want details and deta.lv and 
dctailv-little moments that I 
want them to be sure to cover. 


B y plot points 
I want them 
lo talk about 


Possible details 
and details 


But I ha main lh*ig is. you want an overall plan that’s 
simple, so you can be Double so you can n tponi to th« 
things they say tlcrc'rc my notes for the interview. 


and details 


No! Well kind of. You need to 
prepare them a little tell them like, 
this going to take about an UlU'. 
and we're going to cut .1 down lo 
>usl a lew m.nutes on the radio... 


interviewees what 
the questions ate 
ahead of t.me' 


this great producer I worked with. 
Keith Talbot used to say that do.ny 
an interview «s l.kt* hosting a party 
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If you re wonting your interviewee to open up a bit 
and tell you something real, you «an tell them a 
personal story. and chances are they'll tctl you one in 
response. It's bun’an nature- II someone Opens up to 
you. you trust them enough to open up n response. 


Somehow I can't see Terry Gross or 
Pawd Lettorman usury th*s technique 


And I agree you tan go 
overboard but it has a place 


Well. r*c talked to 
Terry about .t and she 
hates th.s notion 


Oh. no not al all! What's happening 
1 * that we both rela» enough that 
wc actually have a real conversation 
lie's saying stuff, arid I'm reacting 
and he’s reading to my rea«t.ons. 


She says she's been interviewed by 
people who tell so many ol their 
own stones she starts to feel like 
they don't even need her there. 


Were making a narrative, so you 
want the mlrrwewee lo lay out 
the anecdote st<v by step, in order. 


Which was a great moment it was very dramatic, 
bul she ,ast to/J us. she didn't 1 how us. So in order 
to get lo the heart ol the story I asked her: 


So, to where were you standing' 


The detectives out of Jeff City said .1 wasn't 
kids lhat this was a very adult thing Mb wcie 
shot at front Hv top of the school With a rifle 


because, the Hsng <s. rad 
is a very wsual medium 
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This is the first th.ny wc 
och new reporters. nyht alter 
how to work the eawument 


Anri t turncri ond walked away and 
yot .n the chair. Anri, um, I Arar.1 
t.ometh.ny and then I yot in tVu* 
cha.r and then I heard somcth.ny h* 


Idh, that's sorta counterintu.t.ve 


t wav vtanrimy riyht l-ere Anri 
the shot waii from riyht there 


So wc'rc vtanriiny 
by the k'M»cn sin k 


Like—I thouyht somebody threw 
another brer bottle al tk>e house 


So I’m lookiny around to we. Anri the ncit 
mommy Kenny yocs out to take the 
yarbayc. Anri he tome n. and I noticed h.s 
face was as white as a sheet and he 
tar ted down the hallway and he come back. 


The shot came threuyh 
the bedroom, the room 
riyht on the other side. 


Anri he sa.d. 'You'd better call 
the police' Me sa.d 'Somebody 
shot threwyh our house.' 


It's a mess but fll show you 
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And second if I am yoirly to Say 
anythin# critical about them. I 
sou those critit.sms to their face, 
dur.ny Hw interview. 


Poesn’t th«s yet a little hot to handle 
when you're there with the .ntervewee? 
What’rc your obligations to them 7 


Wow. Yeah, you're right, 
haffc way more yr.ppiny 


You're sluing a Mile drama 
at you yet the facts. 


I led very protective 
of the interviewees. 


II can he. but it's just simple 
I airness. You Ao*y to yivr them a 
chance to nywd to the criticism. 


My obligation is lirsl to understand 
and document their point of v,<w. 


The one other thing you need is a 
fr//fi(ion on what it all means. I 
learned this as a tape cutter for 
Noah Adams on Alt /Au-^i Contidrrra 


You th.nh people just feel like you’ve 
conv to town and you're tetl.ny them 
what to do and they don’t l.kc that? 


Po you feel you went around to 
people and actually understood 
what it is that they wanted? 


do (jooders? That that’s part ol it? 


And eventually somethin# would st.ck. and 
they'd say some thin a ijreaf, and we’d travc an 
endiny to the interview, and wed put it on All 
r*utuft Coun>tr< 1, do you know what I mean? 


lie is the kiny of th<c. Me loved do»ny these 
interviews with ordinary folks, about this or that 
t ut whatever story they told, at some point 


What's this say about 
small-town America? 


Po you Ihink it’s as simple as: there 
are a lot of people who fed defeated 


. and so to see anybody who isn't as 
defeated, awakens all the feelings in 
themselves about Well. I should be yeltny 
myself together' So they fed bad. and 
you’re Hie reason so they yet mud at you 7 


them, Well, do you th.nk it's Ih.s, or do you 
Ih.rtk that people are like this .n this situation 
do you think that people always do this. 


























But eventually somethny will stick 


Lke I said, radio .s a 
peculiarly didactic 
medium. unl<k«, for 
i>*ample, theater. or 
colics, where 
somethiny can knd of 
happen. and you’re .n 
a sett.ny where people 
will infer the meamny 


Like, without that th.ny wh.ch says 'In 
ycncral. people, when they're in this situation, 
do this.' it really it just doesn’t make sense 
m Hie content of radio And some of Hicse 
questions just ye absolutely nowhere, 
lias this chanycd your picture ,) 
of what tins country is? Jl 


You ever hear thus please, 
No yood deed yocs unpunished 


Ma ha ha No yood deed 
yocs unpunished'?’! Well, probably not. But 
maybe we haven't done such a yood deed 
fee these people here. Not what they 
wanted, that's for sure Maybe it’s more 
what we wanted than wtwt they wanted 


Mine? No! Nothiny to do wiH> Hie country 
TliiS is Anrri .1 man! If you don’t like one 
place, you yo *omewl«ere else. Like the Bible 
says, ’You dust your heels oft and yo on’ 


Th* way were used to listening to radio it: 
somethiny hoppens. and then they say Here's 
iy we’re talluny about this Uere’s what d means 


What do you think it means that radio has to 
spell out for listeners the Significance of the 
stories it tells, but in other art forms that 
sort of thiny comes across as heavy -handed^ 


Also because it’s more satisfying It you tell the story 
without the moment of rejection at Hie end it loves 
yrandeur, Mowny to the yencral statement takes you 
out of the prowncc of bar story and .nto H%c world 
of literature..wh ch is, you know, where you want to be. 
at this end of the radio dial! 


Just for that, I’m draw.ny you w.Hx>ut hair 
for the not pa ye. Then well see what's fun 


INTERVIEWING LIVE 


Think about when you are yoiny to have the person tell 
stones and when you arc yony to as Ira puts it, 'deploy 
Hiem against them’, i.«., when you arc yoiny to yuotc 
Ihinys they haw previously said or written bat k to them 


tn the ony.nal fatfioi An Nhutrjieti <m<ir, 

we took a moment hew to talk about 
how to structure interviews that weren’t 
yoiny to be edited. Mostly wc d.d this 
because cditiny was still a bit technolog¬ 
ically challenyiny in KW Now. of course, 
iH — much more acc*>s.We. Still, 

Bf there are reasons to think 

^about how to interview live. Most 
V / interview podcasts aren’t edited 
S*/ Icvcn d they m.yht benefit from *t>. 
and o* course there's the advantaye of 
ptann,ny ahead, no matter wh.at the 
destination of the interview. Mere arc a 
few of the thinys WC said: 
Stmclunr your interview caret ully. 

I Owotr your sequence of events, 


Never step thinking about paon* It an ^ 
answer seems boriny. politely move Hungs 
atony. Charm Cajole, React with amazement 
when they say somethiny amaz.ny Lauyh if 
they're funny Oon't foryet that YOU arr / 
par t of the interview. — ^ 


Noah Adams once said that if you’re / ✓ 
thrown into an interview situation 
underprepared, one question that always 
works 'What did you think this was yoiny 
to be like betore you started and then whati 
was it really like'* Thili will alnrost always J 
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WRITING: GETTING YOUR STORY STRAIGHT 


So you're done wvth t»-e interviews, you yci home 

and then you do M's* vwth 12 hours of ., stuff' 


A loy i* like .1 transcript. but left* emit You 
don't need every word You con type or 
hundwr de. The key •* you wont to take notes 
on whut's in the tope milnouf nrr flopping if 


F.r*t yoo have to yet control of the 
tope. Its ecolly easy to yet over¬ 
whelmed to lose Siyht of the story. 


You hove to whittle 12 hours down to IS or 20 
minutes, so the first step is to LOG the lope. 


Move a word or phrase for each sentence. Youll need 

this later when you're editiny. choosory which sentences 
to keep Hie loy will be a mop of what's there. 


It’s impossible to overstate how important it is to 
take yood notes if you're makmy radio. After all 
you're workiny in a medium which is just sound 
floatmy tlwouyh the air. It's ether. Vapor You need 
a representation—on paper—so you can see what 
the hell you've yot and make hard choices. 


WvV'HIWH IV >W TOWN WAS HACK 0(1 N* 


■I) till I* 

l« 

no iv h« 


V WIT » M il OTHIJT 


*Wl n<* "iSrr. 
»i.nM h. •••Inns 
lh* mnrnlng. 


Jmkl.l ....I IS., il (Mil o. Illll. . >• I "I lh» I 

•Uni S/< .tusldn l . 1.1 -Ilk lli«« lh.. | »U}.il r.jm 

Loyyiny an intnv.rw in teal time i« one of the tests 
you have to pass to become a tape cutter on t'mh Ait 
It's one of the first Ihmys we teach ou» interns. 


Then you juvt stare at your Ut until ,t seems clear 
which piece of tape for which script idea* should be 
the first moment m the story, and wh*h should be 
tl«e last TV*s is the Zen pa* t 


Loys are lony ll*t payes lor the Canalou story. 
So nest you yo throuyh and circle you. favontr 
H**eo or four moments from each interview. Then 
you take out a clean piece of paper, and make 
a list of all those favorite moments. 


(y />0*n today + 4&Miae<* 


Cm 'fa+M 4o *** 

•or 4 tof W 

hn£ + I l(* 

toowvj- K *4* 


For Canalou. it wav about 
10. Suddenly-likc may.c- 
12 hours of tape i» reduced 
to a one p aye list. 


Sure. .1 you In 
really small 
hancMeilmy 




Tf And from that you build an outline 
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TVwn you start writing. You choose and edit gour final quotes at the same time .surrounding 

as you write the script. Mere are s ome thirds tea thi n ks about when writing for radio. 

And when Kenny Whorton and his witc Jack:*.' talk dbo u:. wha’- i*- was 

li« in Canalou when (hey «re kids, He oil mho how he fell. H. .tor, »l»n h. 
a drea*. a town in an old black and ,„ rrJi h>al< „ h , hnA „ >Wi 

„ „ . . , and the order he sous them. TV.s paragraph is 

tape - : 10 This was the place „ s ,„,w,«u„ -We™. JuW wo 

the last tour seconds of this] c«k* on. of IW fwrf Ihv 

, she found herself talking abeut was this kid 

tape -- : 16 The old non . . . gtv 


When I pul loci Into Canalou, a 4 yr old who lives next doer to th« 
Whortons was playing in a drainage ditch. Those ditches line both 
sides of every street in town, because there’s no sewage system 
here. Host people live in trailers, not regular houses. And some 
people empty their septic tanks straight into these ditches, where 
kids play. The day I arrived it had rained and the ground was 
soft and muddy everywhere. An adult who'd let this tour year old 
touch her a few weeks back had i 1 a rash .11 her tact that even 
the doctors up In St Louis couldn't identify or cure. 

This is the town Kenny and Jackie couldn’t wait to get back to ... 


-*>«™ *•<* “" d b - ud * »«— h « e - 

* -peevisor .( McDonnell Douglas - the 
..nt,«..»»i™i»» — in the suburbs • • • £ aiaed two kids ... 

Kr«KWMU»Mr»l*».mw« ooociations end the board ot ed ... And 

-■ - j _,_r_L_Jv<-d back to Canalou, they'd try to bring 

back some of t h«* upix ifi/they remembe- 1 up here in. _ 

50'fl It 60'B ... mayb« 8tart a little -• •> J In a narrative *©a have to keep 

park with owing?; and 1 r«« :> ... put up a gym wh*| routing a of broader guestions 

ball ... the kinds of si ralght forward, innocent! woven info the vtorgtrii.ng, 
hard to imagine anyone opposing anywhere . . 7/ " 


In a narrative *©u have to keep 


This is tho story o£ why they failed ... oi why people did turn 
their backs on LI:.. Whorton* ... why three years oi using every 
di voting energy in hope - only proved t ' 
that Canalou did not want to be improved ... and that something 
had changed in this seal: town that would take a lot more than two 
do-aoodero to revers^.______________ 

( Mopclullu people bear this and H.otl lo A ’now what happriu/ Moment*, like 
this create suspense. Suspense, at ter all, is timplg an unanswered question 


TV,c ken i's to keep moving between different *mn 
ol moments luring scenes, emotional hchc 
raising question* After several minutes of people 
talking about fu»w terrible Canalou •*. 


So wc put in a scene where we heard people goofing 
around at home a kid does Us Forrest Gump and 
Sling ttladi imitations, a woman talks wistfully 
about I’ow great it'll be to grow old in Canalou. 



Juke and I felt stronglg that we 
needed a moment eipWunmg 
what's good about the town Alter 
all, some people l.ke it there. 
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Once you have a first draft, you run the whole thing by someone eke 

Vou read them the script and play the quotes They critique. On our 
show, I edit the producers' stories, and they edit m.ne. 


..to impos.r»y you> vw.ll on what the 
world is...Arid the danger of having a 
vision is that your Vision can cloud 
your eyes about what it... 


That transition to the last 
scene makes no sense. The tape's 
pretty but I have no idea why fm 
hearing it. 


You Know what the point of th.s 
scene •*' tn order to do yood of any 
knd. you have to have a vs.on of 
the way you want th.nys. There's a 
rutWcssncss to changiny anythny.. 


I Know 
I Know 


TAPING AN I 


- Lo.at.on location local.ors >ou nerd yu«e». No 

■■■■■■ nosy fans, no muve or TV frfaymy n the bath 
ijrourul. no street no.se, nothmy thatll nv»Kc it hard to edit 
later. Avc*d echoey rooms. A carpeted l.vmy room is ideal 
And wear headphones so you can be scar the rrcordiny's OK 


Radio reporters need to follow certain 
rules to record broadcast-yuality tape. 


Shall w« do ©ar .ntcrvrw 
in ths lestauiant' 


I) A decent microphone, a d.y.tal recorder and a set of 
headphones are essential Bui you have lot*, of opt.ons 
You tan mahe a broadcast gualily record.ny on your 
•t hotii The Key is havny a decent microphone Budl m 
mus went cut it. I And yes they mahe yood cheap mas 
to use with an iPhonc-i Up to date, specific recommen¬ 
dations can be found on Trunsomory. 


Why is it so important to yet close? Mahe a recording 

with tli*- mu •/' tf', and W Worn you* mouth Listen. WWn 
the rVSc's closer your recording* sound riche* with more 
treyueru.es present, with less ol the ham ol the room. 


3t Get <n close. Oy v.nylc biggest factor in making a 
.»ood recording IS proper m.c placement You can mah.- 
cheap cyuipmoit sound yood .t you do this right. Mold 
the mu 'i '< inches *nWr the interviewee's mouth just 
Mow the chin. Yes youII (ert weird getting this close 
to a stranyer’s lace, <W you *mmi/ Be brave! Now Ka 
w .11 demonstrate the cartoomny shills that mtpvcd 
km to tvre Jessica for tins job: 


•It More nsc placement. When you ash a yueshon, point 
the mu bach at yourself. Otherwise the yurstion won’t 
be loud enough on tape. At the end ol the inter wew. 
record a hall mutate ol room soi»>d without anyone 
talking yowll need this for editing 


Keep Hr# mu below the mouth if it's *<" away but 
directly in front of the mouth, the air coming out o< 
the intervrwee's mouth wll make annoying p pops.' 
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EPITING: THE INYISI3LE ART 


If you’re trytny to nv»kc something Nwl sound* I.Kc the 
interviews or documentary stone* on Thn ti/r, 

you have lo ed.1 the sound. Il’v nol os hard a* you might 
tiWnk In foci, ecfctery •» one of the great pleasures of 
working iri rodio. Il’s cosy lo <jo into o kind of Ironce. 


And IVm*'» lols of good software that Ids you edit on 
your laptop or desktop. Some is cheap or free. Some 
come* w«th your computer. I.ke Garayc&and on Macs. 


Youny Iro cut tiny 
tape at NPR. 


oui wv.c»*cvcr sysrem you u*.c wven ytuic camny people 
talking there are certain basic rules. First, you have to 
preserve the rhythm of normal speech When we speak, 
we normally say a sentence, and then we breathe and 
Ihen we say another sentence Then we breathe aya«v 


You can edit sound on rccl-to-rccl tape. us<ny a rotor 
blade to liteially cut sentences out of your story. 


Amriitan Refugee 

Commit tee, International 
Rescue Committer " 


Ipauvcl 


(heath) 


If you remove a phrase or a sentence, you have lo keep the rhythm natural. Usually thal means keeping a 

biratti after each sentence, at the edit points. Sometimes you have to tiy different heath* to see which one 
sounds more natural Your edit points are almost always at the very bey.nn.ny of a word bolter a pause or 
breath) or at live very end ol a word (before a pause or breath; 


You had Card** Item 6 
or / ddlerent count no 
youhad Wr, ■ . 


• lyre were many 
smaller |H IV«t* organ, 
/at.urir and church 
vised oiuaru^ations 


Literally Mrrally there 
Wert scores, per hap* 


'private mya 

•szahont ' 




Ipaus*) 


Second, there'* a ddlrrrnce between a pause and a breath Sometimes an interviewer writ lini*^ an important 

point, take a yiwck breath but then rush on to the next idea If you nsrrt a pause— just the sound of the room- 
before the breath—or replace the breath w»th a pause, then their hy idea will register more clearly with the listener. 
Mere we inserted a pause to emphawe a particularly apt and ch.llasg analoyy 


TWy w»m there lo provide 
food medic nr houvewairv 


Philip Gouryvrtch is one of tW best inter****** poss-ble Mr ha* surprising and movmy stories to tell, and many 
uryent and thouyhtful tinny* to say about those anecdotes It took Nancy and Jorye two lull days to choose 
amony the many stones and ideas, and to shorten anecdotes here and there, 


This is a section of Philip GourBVitch’s .nternew. loaded into the cddiny software used at T»n At»rn<M\ lilr On 
the computer sounds and words are yraphrcatly represented as waveforms and edits arc also ws.bte. as vertical 
lines Pauses are Hal see tiom of l<ne. and btralhs are small waveforms. Notice where the breaths fall often at 
the ends of sentences, but sometimes m the middle. 


'Literally literally tlyrr 
WY*vr* id rr i H > t.vt i-.iov 

| private Cilya * 

|ni*at,on»..' | 

everythr>9 from. \ 

'private oryaruzations. 
meaning thitcys like doc¬ 

Ooctc r* of 

ftU* WVr. (4 

"*'v ■vwiTi. r* 1 i'r’ 

more than a hunched * 


tors Without Pcedrrs...* 

inc woria. 

1 - 

[uUi | ICheathl) 

flbiralt'lL 

/uy 


‘In It.* n ,iw. the humaestor an* 


Were In.il'd rattier like tty* *et»ne 

llpoM*rT| 

vtal'f ... ..seedy Mah.OC»u i .edtntr. 













































































































3 05 Tuesday M/6 Three day*, four Vrours Jo atr. The 
fierceness of the attention they pay to the minutest 
details of the tape it truly amazing to witness, While I 
watched. Nancy fined an 'um' of the wrteig pitch that 
made the edited livt of aid organzat.ens sound, well, edited. 

^4 oh. th- Cr* ' ?( there were ma- M. . 


One of the most striking things about watching 
the producers at Thn /bttrrit,in Ltfr work is just 
this, the editing process- the s ovrui of the 
interviewee’s vo.ee, saying hits and peie* of the 
. same thing over and over, for daus on end.. 


Thenrs just something 
about the timing of 
this that seems wrong. 


Aside from anything rise, they are capable of discussing 
the organization o» ten or twelve selections of tape oul 
of an hour-plus-lony .ntcrvicw without refcrr.ny to their 
notes, quoting hack long sections of dialogue in order to 
make a point, and of listening to the same m.nute long 
snippet more times than I think you want to know about 


*• ally '.mall thing 


pnvale organizations. ahm, there > 
many smaller Christian organi/a 


Mmm. There 


-a hundred private- organizations, ahm, there were many 
smaller Christian organ./at.ont and church-hated organ, 
zalions you had Car.las from *i* or seven dilferent 
countries you had World Vision and Hie International 
Red Cross, the United Nations agencies, it was really. 


00 



























PUTTI NG MU SIC TO WORD S 

0 32 Friday *</*>. 2t? m.nutcv to chi. *«i 

j W'--' ' ' T L • ’ II .M t v... I «•’ • • . «l «<..• 

■SflF <• 


TV>lk mUSll were us.n^ US |« often tVie cuse 
cn Hie vkow. kc.j*iv with a vamp/ wk.ck .v 
a non-mdcdic von tfi 12 vecondv 

long. und tken the sort’s real mdody comes 
i**.. Wc start the vomp while a person talks 


I wasn't tk.nk.ng 
about H'c time*. 


I’m rfo.'y ,t »o 
I Viol yuilm will 
conic op when she 
nets dene talking. 


., IZ seconds before Ik 
end of Ike .juote 
(watt king H«e t.merv on 
IK- machines;. vo that 
Ike moment they fc *°f 
talking, H'c melody hdv. 


Hip ./uevlicn muvl Iv asked Mu Sir wh« i*»r.i 1-oHjer^^^^fc 

ijl I mean. this show's got Von Sorog* ond Vuvid Scdur.v. Jxo 
Corner ond Sarah \towdl And Ph.l.p Gourevilch And troi 


When I do u spree h or Something, I always 
have o full radio vet up. And when I do th.v 
live, in front ol on audience it's o vponto 
ncouvly rioting moment of Ikeutgr.. 


.. people actually 
.ippt.ml wkrn I 
demonstrate this 
It’s arvwmg 


To mu surprise. H'iv iv o< tuuliu trur, £vrn Philip 
Gouivvitih tun use o little outt.de Help. iVrf/r music hit 
wordv nng wiH' truHv sound heroic ond urgent. With¬ 
out it. he* o vmoi t guy talking uboul some stuff’. 
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With music. his points are divided into sections. h.s most 
important statements highlighted. When tie tinist-.es 
presenting an idea the mus t plays for s#« or seven 
seconds, and you can just ponder It give* you time to 
understand turn letter, d t .~ . A . . . .. 

z -r~ji Anally the 
lulling was 
~ 'brought to a 

S halt by a rebel 
army within 
Rwanda, and 
the command 
that had been 
gong out over 
the govern 
ment radio, 
to the Mutu 
majority... 


So. Well listers 


...I mcorv Hss guy says great stuff. Irut he talks in a 
way that’s not so helpful for sc or my >t's very long he 
doesn’t tell a lot of specific discrete anecdotes, and 
there's a lot of than^ng of scenes 


Sometimes thcrr'rc obvious muse 
cues like some-body will introduce a 
new character, or they’ll talk about 
some event or some feeling. and you 
l-riny in music which speaks to that 
in some way. 


...and you always take out the musn 
when there’s a big idea thal you really 
want people to pay attention to. You 
lose the music so it stands out. 


Z'3f» Wednesday •<// Two days, four 
hours and 2$ minutes to air Aim is 
teaching Jorge how to score a piece, 
using the Philip Gcurcvrtch interview. 


this! I had to learn this by trail 
and error but it •* so profoundly 
true if there .* music under a 
person speaking and then it stops. 

whatever is va«d next is really 
powerful, it sounds more important 


. and sometimes you briny music in 
where there isn’t an obvious cue. and 
create a bcy.nniny, Wtf start music 
where a sequence of action i'eg<ns or 
starts to build, II adds to the drama 


It can be hard to 
understand, and it's hard to 
pick where you should divide 
it up by brm^ny m music. 
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FROM THE TOP, TAKE Z 

0:22 Friday «</*} 38 minutes to 


We have half an hour 
until or. and the top isn't 
recorded, and Hie biggest 
piece isn't rolled off. 


Because it's a 33 -minute piece, and 
if they don't start rolling off... they 
Viave like five Minute* to roll off 


What is 


play it off the computer 


...lSi'yh)...CK, bo starting w<th Six,..Vo 
you see a pen? An actual pen?., here 


And then this IS a ten second, i 
th.s is ten second* to the post 


I dunno 























The top of the show that five-minute-or so 
■ntroduction Iro does each week—is recorded ahead 
of time, I’m! sometime* not tnuch ahead of t.me. 


for a wVi.lc wr tried to not do Thu Ahtrr* ,»i life live; we 
went on IW ftr locally cn Friday and then put it op on 
the Mtrfilf a week but then we ddn't take the 
initial broadcast seriously. It was like an art project—um. 
not Hurt there's ony thing wrong with on ort project. 


It wos cortwcn to 
yet o feed that 
needed editing and 

mixing 20 m.nutcs 

before it went 
on the o.r. 


Po.ny it so close to the edye-for better or 
worse-mokes it leel like o real radio show 


tou know when a deadline 
isn't fcol. and when it is. 


On (Ik other hand, wc normally try to record the 
top of the ••t'ow by i> 00 on Fr.doy It's o lot easier 
to read the script if there’s less pressure. 


The top is the b.yyest section of Use show that’s mixed 
lire -meaning that all the mus* brought in and cut 
out. and all tlx* .(uotes -‘actualities' >n radio spook-on 
ployed by kitting buttons and sliders on the console 
not by orchestrot.ny everything en a computer screen 


For Vo-Gooder».‘ Ira and /Mix finished record.ng 
the lop at about 20 minutes to air. and Ain 
finished the edit at about four minutes to o.r land 
had missed one stumlle in Ira’s reading which 
would be fixed before the re-broadcast on Saturday 
but still taused her to lose sleep on Friday night). 


Ironically the story that became the top of the Vo Gooder*' 
show, firsshed at four m.nutes to seven on Friday '//f. was 
the story that got the whole idea for the slvow rolling in 
(he first place tack .n January the blind totoman. 


I grew up on a daily 
news show. That's 
normal to me. that’s 
what fm used to. 
There's no slack in 
the system 
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Thirty-three minute* later. Jackie and Kent's story ends. 
Ita plays the Sony H>dt he and Sarah have iust chosen. 

Next. he reads the script that goes into the IP break, 
pauses a seccnd. plows B^ seconds ol IP break music lor 
local announcements, paat.es for a second and reads the 
not intro Ito the Gourevdeh story m this ease/ live. 


You know. when you spell oat how the show .s made. it 
sounds almost formulaic—an anecdote, some bigger 
idea, another anecdote, a few seconds ol music—but on 
the oir. it doesn't feel like a formula. T 


Well that structwre-and all the rules here-theyVe 
just the fare frame of a ctogc on which the people 
and ideas of a show can take place. We stretch and 
break these rules all the time. Bui they give us a 
framework to think about what were doing 


Com-ng up, do good*>s wlh a million dollars a day in their 
pockets and plane tickets overseas. That’s in a nsnute, from 
Public Radio International, when our program cont.nucs 


We’ll yeah! A group of people with different personalities 
than ours could take the same ideas about structure and 
writing and editing, and make a sl ow that's way sassiet 
than out s. or way more emotional, or way more reverent. 


The key to Hie whole thin* isn’t stvucturr In fad. the 
simpler th* structure, the more space you have to follow 
you* ciUriOfcty, to work n the moment* arid .<uotc-s that give 
you pleasure, or evoke some feelinu in you. or amuse you 


TVe key .s to express your own personality, Radio is 
born* wf’»n the people on the o.t ; usl want to sound 
like everyone else I he people wt-o are the most fun 
to listen to-l*om Paul Matvey to Terry Gross-thry 
sound only like themselvrs Everyone should try it. 


FROM THE TOP, TAK E 3 _ 

Finally, on Friday at 6 f»U exactly, the pubi c radio 
satellite is put at the disposal of this Amsri an ti/r 


First. Ira plays a tone for a minute and BO seconds This 
lets stations that arc recording set the proper level on 
their tape machine*. A! / 00 exactly, he' plays the UAT of 
the show's opening (the top’>. then the l^A! of the first 
story-about Kenny and Jackr As the story plays, h.e and 
Sarah Vcwell discuss what song to pul cn when .t ends. 


At that moment. tl«e studio is often full of visitors, 
watching hoping they don’t have an irresistible urge lo 
cough at the wrong moment, excited to see how the 
whole thing works And here is how it works 
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For example, SfUtf JuefptMdti •( a fhcW *ha* 4ell5 prcpuldv c amc( 
retfta liny fir^-fVrtoM 4nle<. fl»e« *nkr Ffje form of any**nnij -from 
i»ttima4c memoir *o thrilling Aclce^ure, to even a. bit of fiction. Then 
44»*y (ouHiihai k tveryHtiny mtentively with mud* a*u! <cn*wl eJfn 4<. 


jAmie Pc Wo I f 


fM Me<»4» Mill* 


Ren/.o Gorric 


WAtlmnjtcn 


Will 

MrtirtA 


Ahma 

^uitwan 


JuIia PeWi4* 


7h • /yttopfn pictured in tie* following pages ar • >kos« ihal IV# mlmvitrwed or mention ml by name in ibis Ixxslt They mu not l>y 
any meant all who are involved in pioduciny these shows Ihey're also not all still a! the same shows since I interviewed them 
Please see Notes , page 211 for details. or 
































Sor«n Wheeler 


Jad flbuwrfld 


Robert Krulwk 


faffa'/i*t> is a thoW «ku* idtAS, often St tentrfk ideat, Which means they need to 
find Ways to moki' very a\?s*rni t i oncep*t tone rete and undcrfiandablc. Ilwy do 
*ki$ by underlaying rock~to\id story *+rw *ure With i»n rabble ■flight* of sonic fain y 


P&rttet Mettep. reveals the workings of the economy to those of us no* equipped 
with graduate dturccs in the dismal si iem e. they manage somehow *o make *he 
inner Workings or *hc most complex transactions not only clear, but fascinating. 


/'dam Pavidson 


Car*lrn Kenney 


/Mex Plumbery 


P and 

Kestenbaum 


Jacob Goldstein 


Robert Smith 


(hnna Joffe-Walt 


































Andrew Nor'on 


Jessie a KiWams 


Hob KoSf*t'bal 


Jituifl Wens tfr.mnn 


TIk Transom Story Workshop is an <’i«)b'-tve*k 
m'oiSiv'i! 'ramin.j session where figure producers 
I earn 'heir rraft -fret** *l*e very best in radio. 


/ nwcn 0ber 


mail W'UmvM'A 


the Mo'll aIso -for uses on *ru* firs' person s'ones, bo* unlike 
hu*p, the s+orirs are all told live, and they work to preserve 

manor. 


the immediate and risky 'brill of that lire perfor 


Woman MarS 


WlC fotvMMe IS abou* the bull' 
World; 'be i*t*ima*e voire of 'lie bos*, 
Homan Mars, invites uS 'o wonder a' 
*be ama/in<i weirdness We barf made 


Jay Allison 


Catherine tfums 


A\u(to PutiAsi embrai os the nyorous discipline 
of the “non-narKa'crl" radio pi ti e, where 'bo 
frfuUa.tr tan use only 'ape < olle < *ed from 'be 
subject. Subjects may Work With the show for up 
+o a year, amassmij vaS* amounts of 'ape that's 
then srfted into beautiful, personal, direr* STories 


Jo* Kii bman 









































jrrn 


IV't ju<V obviOU* A* Vfiit 
potnV: there are multiple Ways 
Vo Veil all kinds cf sVories. 




V. 


And to I've. been talking Vo oil 
Vhete radio producer*, Vryng Vo 
learn wha* they know. 


these shews differ, they reflect 
the VruVf> of what they arc 
Vlic work of individual*, each 
following his or her own curiosity. 




0uV they have ccrVain 
element* in common 

*l»aV ju<V jump ouV. 


-\ 


Stories VkaV ask 
big questions. 






:i 


% ^ 

'r r 

n 

$./ 

'\\ 


ft. 


r- ( 


Surpriting, engaging 
charar.Ver*. 


1 


Robut* 
narrative 
t*ruc We. 
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In many cntfj, inH’»CA*« uses 
of Sound as part of (♦^♦rlliiiij. 


These shows have 
Somethin!) universal to 
say about narrative. 


you can use these ideas *o 
♦ell stones » ffe( 4n'el‘f, ih c emu S, 
in film, in jcumalitm... 


K M .CV.nB 

kMSM 


XJJ 


/'nd +hc people mnkirnj +he*e stories tjet 
there in a charac teristic way: through 
intense collaboration where everyone gives 
and receives honest feedback. 




When people crafV 
stories with these 
elements, the voices 
we hear are powerful. 

When ♦he'f say, 

'l isten, le* me ♦ell you 
a story.,." you can't 
help hu* lit^en. 


So liv+en. l et me 
♦ell «fow a story. 


iff 


// 


V 












AMUSE YOURSELF: 






(+ comes fro* u *be far* *ba* when *bese 
fvcduccff and repor*erS yt> ou* looking for 
Dorics, +>»•’»/ -find *bem by paying careful 
a4*cn*ion *o wba*'s <it/ciG4ti'/ty *o them. 


Tbey've learned 
+o notice ivlift+’c 
eroding *o *bem, 
wba* *bey bell *+ieir 
friends abou*, w'ba* 
+bey have (|ue$4ioM< 
about. It's a re aI skil 
*akes practice. 


/ 


And by following wba*'s 
in*errs*ing, by building tbeir 
understanding cf whatever 
*ba* i$ And digging deeper, *bey 
Arrive at *be met* Surpt ising 
and engaging S*cri«S you've ever 
beard— And, c rue tally, tba* 
tfu?4j!re ever beard, either. 


My message is: 
Amuse yourself. 
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iiiiuiiiiuiifiimril 


Ira *alks about having ”«jood 
taste” and "knowing your 
taste,” and I think +biS is 
wbat be means by *ba*. 


»s 




% 


iS?8 






Story ideas are no* Sprinkled 
on uS like fany duS*. binding a 
S*ory idea is a job Within dself. 


Ira giving a commence men* address a* 

*4ic ( HNV £>radua*e School of Journalism. 


before any*bing is 
going *o ge+ inside a 
reader or a viewer or 
a listener and s*« k in 
*beir gut, it's «jo* to 
S*k k in your gu* firs*. 


•ft, 


H 

IfHfe 


pa 


i mi & 


Ct i our show, *be 
bes* s*ories come 
from someone jus* 
following Some t*rb. 




1SS| 




Sc>" 




i;ls; I 
nlKl 


s 


M 


•MllO 




•»< 


las 


laillllllllllllilliliiai 
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The mot* popular, (OMUirMfd- 
on, awarded piece of journalitm 
We ever did Wat am epitcde called 
"The 6ian* Pool ct Money." 


Tint produt er, /\U*y tflumberj, 
before *he houtinq marke* 
colfapted, he jut* jo* really 
in*eret*ed in *he banking mdut*»Y 


I had been wonder in<j abou* 
*hit «(uet* iom of deb* for a while. 

I* teemed like to many people 
Were borrowing to mut h money. 




m 


J 




I* ‘.'/fcvH^wxV 







\ 



fMex Plumbery 


■MIBIIIUIVU 


A I remember, even in LOQy , 
wonderintj abcu* i*. I became 
V ' -totally obtetted W»*h 4hit houtiiuj 
finance, webtde <ailed Ca/c«/cttet( 
ffak. 1+ Wat a place where tkej4ict 
abou* *hc houtinj bubble ja*hered. 


Someone explained +o him 4-ha*- bankt were doiny 
♦hit *himj *ha* bankt had no* done in *hc hit*orv of 
banking, whi< h it *ha* *hey would jive ou* loant *o 
people who were no* qualified *o «jc* loant, anti +hc bankt 
wouldn'* even check wha* *he people repor*ed *hey earned. 


m 



m\m 


rJ 


"l*'t almot* like you pact a 
juy in *he t*rec* and tay..." 


fll, I. - •ii UUi~-- , J 

l&m&m 

fSMi MKft 



Would jtru have leaned 



I wouldn’* have loaned me *he 
money, and nobody *ha* I knew 
Would haw loaned me *he money. 


The epitode t*ar*t ot»* 
Wr*h tomeone named 
( larence M«*han, 
who a* *he *ime 
wat maknuj abou* 
i‘!9,CCC from *hr«e 
pnr***rme jobf, and 
he »jo* a bank loan for 
\9*40,CCC for a houte. 


I mean, I know ijuyt *ha* are 
criminate who Wouldn'* lend 
me *ha* money and *hcy break 
your knen apt, to...ha ha ha/ 























I didn't under stand it, amt 
I k»KW Adam Pavidton 
\iy Wat already an economu S 
correspondent a* NPK. So I would 
ask him. And he would tell me... 



The people I talk *o say 
there's no* a problem at lonij 
at the models are riijht. 


*>0 in January of 2CCf, 

we really started working 
X-/ in carries* on i*. And 
by *ha* pom* we had pieced 
together wha* was <jom<j on. 


but you know, the 
models could be wrcn« 


And I wasn't sure rf I was 
succumbing *o alarmist interne* 
rhetoric, cr whether there was 
this false confidence of the 
economic mainstream. 




I’d had people explain to me 
wha* a (PC was, how housing 
loans were being packaged, and 
*hese crazier and craner and 
crazier Wall Street inventions. 


MFW 



We had this 
whole < ham 
that started 
With a 
mortgage 
broker... 



and Wen* 
*o a Wall 
Street 
trader. 


And i* turns out that we < ame ou* With “The Giant 
Pool of Money" jut* at *4ie crisis was rearhimj 
the national consciousness. So our timina, totally 
accidentally, *urned out to be a lit*!e bi* perfei*. 



that was the key thinij. Everybody was aware 
that something Wat ijoiivj cra7y in the houtm.j 
market, but they didn't know evai t|y what, and 
We came alomj, and ijave everybody a narrative. 





























I'ffWUVft.v*. w. OT. 


W»ih li it *o*Ally yrabrfyituj, 
WlAUte *»lA*'f Why I did *f»« 
t*ory in *he -firt* j>lm e. I 
didn'* undert*And wIia* WAt 
yomg on. TIk A»uoun* of money 
*Iia* WAt being lcn+, And +o 
whom, e* jut* termed cra/y. 



,f flip 

*'••( And *»>A* WAt why I 

wa n*ed *0 do *be t+ory, 
*o eeplAin i* *o mytclf. 



Mo* only do 
Mie be t* j/otsty 
COmC ou* of +f»it 
kind of telf- 
AWArenctt and 
Xy avid pur tur* 
of +h« tur- 
pritmg, bu* *br 
bet* jhoM do, 

At Well. 


GS <s »<£&» 


Origin t*ory 
Af*fr origin t*ory 
of *hete greA* radio 
tkovvt comet down 
*o *hit: Someone, or ^ 
a t oupk pcop k, go* 11 
obtetted wiVb tome C— 
idcA for a MCW WAy ✓ 
of * kinking Abou* 

Stories... --- 




4 , 

Wk^-\ 


...And *hcn allowed 
him or bcrtelf *o 
purtuc Mm* idcA wi*b 
curicfily. Aridity, And 
profettionol d«t( ipline 
un*»l Mia* new Way 
CAUijIi* our e nrt, And 
We c An'* t*op lit*en»ng. 





l venUmlfy, ye Art lA*er, 
Int m*eret* Iref *o one 
of * lie mot* tu< cettful 
TJut A*M&uc*n Ufa 
epitodrt ever, And *hen, 
toon Af*er, *o a brand - 
new tbow, a f>ar+nerthii> 
beHveen lAiS And NPK, 
/'lee And Ada** Pavidton, 
< Ailed P/lltC/ Mtrttcp. 


A common shorthand for This Amur icon lilv 









The focus sentence: 


f\ character i*i motion. 
Vnuu) Something. 


Somebody does something 


because 

but 


Z' motivation for 
«(o** 1 (j that thing. 


ZV c halfenge 
4*o overt omf. 
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I met Kob when I viteted the transom Workshop, an incentive tf-week 
course be teathes (or figure producers of, iJi, "narrative journalism/ 1 


‘think you could cot*? up With a -focus Sentence right now? 




That's a great 
yuesticn. Uim... 


JlW 


BB 


w. 


m 




PnR 9 


^vV' 


Jenna Weics-Perman 


fl»idrcW Norton 






l nuren Cher 


Student JcSSHA KiWamS WAS SWimWing IH toC much information. 


And the focus sentence, while it suggests a narrative arc, 
also allows -for a process of figuring out what, if anything, 
in your research fifa that narrative Arc. 


I can't... I cam'* stress enough 
how valuable thinking of your fat uS 
sentence, and thinking of your 
U fnes is. I just... I cam'* tell you. 




I 


m 


We'll get back to scenes later. 


In the t ourse of working on this book, I spohe to 
a lot of radio people. Mo one had heard of Rob's 
focus sentenc e (unless they'd taken Rob's t lacs). 
dut they all rec ogm/ed the prim iplc. 




To me, a 
focus sentence 
makes sense. 




■r-.iTll 1 


6lynn Washington, 
SlUaf? Juc/ynu’H/ 


I love the word * focus" in "focus 
sentence." I* gives you a path. And if 
you have that path, then you're mere 
likely to get someplace Worth going. 


W‘ 

if 




MEmlm 


JaiI flbumrnd, fcetftcAib 


This It what I'm going 
after, this rS my obstacle. 


'I 






:\ 

I 


\ . 


Vo I get what I'm 
going for? Maybe, 
ftbiybf I get Something 
different, but it 
speaks to the first 
thing I was after. 


i’ 


\ 


I 




That's character 
development. 
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It S«tS Up A that b«gS AASWCring. 


Vou ask that 


<|UC$Hom early 
on: What Hid the 
person Wan*'' 


Ja 


Somebody's 
got* a want 
Something. 


I hr -foi MS senteni e represents 
•/our hypothesis of what your 
story Will he About. 


■Bs 


And While you may he wrong 
m your hypothesis, you think... 
£K, I (jot these four interviews, 
they aII seem petty decent, 


1 


And tfiAt points the way to ovemlf structure: 


SSSSSSIHIIiHIHIII 


They get what 
they HArtt. Or they 

don’t get it, or 
What's interesting 
is the Way they 
get it, or maybe 
they don't WAn* it 
Anymore. That's 
it, prc-Hy much. 




1 


J I have this bird’s eye 
—I view of the subject and 
,1 like, what do I do' 


II! 


Set if you i nn 
i ome up With n foruS 
senteni e, right f 




h's early days, and you might turn out to have been wrong, but the mere 
process of thinking it through is part of the journey to -figure that cut. 


"A 


Then, based on the -foi us senteni e, 
Well, how do I want to tell the stor^ 


IK 


mm\ 


MUNI 


W3 


■ ■ 


So, there, I’ll stop. 
Should we take break. 7 
























Ira, wf»A* <1 o »<Oi* 
*dl people when 
Htey're flailing' 


#u* instead, a* TAL, we Ctuf'lo'f 4f»c much 

cruder *e< hnufue of nil ju<* fdfing around in 
a room arguing With eaih o*htr about what 
the interesting j'Art of *he stor^ is. 


V\ 


The k «ndf of 
ccnmients We 
make are, "This if 
*he par* where I 
-felt really excised 
and engaged..." 


"...and Hi if if H if pat* where 
I felt nn/self thinking ftbowt like, 
wha* om I having for dinner." 


inni 




nygnu^M 5 

%!riiiin 5 ; 


Moot ing when you're bored 
if really really important. 


) 


OK, fo that's a ven* good point: 
even if you have a Solid ■ror.uS 
ten*tnic that ♦••If* you your material 
takes the form of a f*ory... 


the focut 
Sentrnc e won’* tell 
you, if »* a f\ory 
ivoi'li doing' 


I* MtfAitf that Something in Hie f*ory 
isn't happening in *hc rigid Way. 


I 


Whn h if preHy 
important if you 
intend *o (|>oul a 
big chunk of time 
on it, and even more 
fo if you expec* an 
audience *o wan* *o 
do *hc fame. 


l\ow tie »fOU know if a f*ory 
reaches that f*andardf 
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I Won* -find the thiny 
where, r* pull* you in and 
V(PM CAn'* H/t/ lis*rn *0 **. 




Tb« book «on 
\>C I Morally a threat 
interview n«on«cn*—in 
radio poHortC*, "(jr-fo*- 
W( H —*bo* *fOU 
yut o*- *br W^mnintj 
of +h« ftcnf. »*'< o 
moment *bo* hirtH n* 
*b« "In**” *»i the foe ft 
sentence, *ha* starts 

+0 yf+ 'fOt* »n*THju*d. 


tfu* o* ft deeper level, the hook 
•jets ft* ftn ««n*iol tfueftion: What's 
interesting al>ou* *four story < 
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I'm doing a story about X. <£jED 
And what's interesting about it is Y. 



I wtoS doing a pi ece on 
email encryption recently 
And you iff... there it is- 


I guess I started with 
feme Vague idea that 
it was kind o( Silly for 
people to complain about 
♦he government reading 
♦ heir email when ♦here 
WaS a Solution at hand. 


l»'***^* 




I Wat doing a piece on 
email encryption recently 
and you tee... there it is- 


Vut I realized when 
I Mat out on my 
first interview, 

♦fiat even the high 
♦ech advocates of 
ent ryf>tion don't utr 
it ♦hat often, /'nd 
♦hat became the 
fw ut of the story. 


I guess I started with 
Some vague idea that 
rt was kind of (illy for 
perpie to comflain about 
»he government reading 
♦ heir email when there 
was a solution at hand. 


It turns out that even though the ( enter for Pemoi rni y 
and technology encourages people to use ent ryfdion and 
has fought to get »t put m i ommeri tal produt *S, most of 
the people in the organization do not use it... 


ft story that is just 
about" something isn't 
a (tory, it's a topic. 




Universal disdain 


...and can't- put the. 
Second half together, 
you're heading into 
unc er tain waters. 
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.mill • 


Vou know, 


Tmif) 


III' 


m 


...Ku* *ha* ijn'* a fiery, 
thaff a topic. It dotin't *elf 
you anything ahou* *he, *o he 
annoying, the feeU/'Hy, or +he 
paffion of U or wha*ever. 


SI 


MV 


m 


What if that ftory' Who's 
in *ha* ftcry, who+’s +he 
paung of *ha* ftory' 


r 


Allan* P avid Son, 

RUinet Money. 


The topic if jus* 
P«a 4' of The ftory 
idea, iff the firft 
half of the XV ftcry 
■formula. "I’m demy a 
ftory aboift X 
X can he a perfon, an 
event, even an idea. 


hoe uf, the topii , *h aft where 
*he ion venation M+eA.td, 


Hut if you haven'* got 
a V, a pretty engaging, 
furprifing V, you never 
leave tepit -land and 
arrive at a ftory. 


Worfc ou* a 
good V, and gou'l 
identify your 
hook and you'll 
have your ftory. 



For example, 7w doing 
a ftory ahou* a homeless 
guy who lived on the fteectf 
■for ten ye art, and wha*’s 
in*eres*ing if, he dicin'* ye* 
off the ftreetf un*il he got 
in*o a treatment program." 


Wrong *rack. 
Solve for a 

different V. 


In other W ordt, This migh* he wha* ai*ually 
happened, hu* i*’s no* interesting enough *o 
*ell a ftory about. Keep digging in your rcSeareh 
for something more compelling. Such at... 


i 
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I V • and what's interesting is, 
he learned valuable and surprising 
life lessons while homeless, lessons he 
applies regularly in hit current job as 
an account manager for Cppenheimer 
mutual funds." Right track. 


I think what /Me* it doing 
fwi*h hit XV Story formula] 
it really important, to 
make people take one more 
fte#». I mean, it's already 


Soren Wheeler, fcu/io/al> 


l*’s faying, don't .txUHtrm' 4hat r*'f interesting, 
artii ulate itluj, tr>( to get me mteretted. 


That f the fame 
thing the "but" if faying 

in the foe Uf sentence. 


‘lere'f your 
Standard 
ftory. 0ut. 


^nd what that's telling uf if, I 
want a twist. fme me Something other 
than what I waf erpei ting to hear. 




V f ... and what's interesting if, 
he fell m love while homeless, and if 
haunted by that love still." Right track 


V ■ "... and what'f interesting if 
there's a small part of him that 
misses being homeless." Riglit t»a< X. 
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V«Af». So maybe my 
(cmVcmcc would be.. 


l|js happened . , then this 

thqn this <\** ) ahq then you wouldn't!^ 
believe it but . And the reason that is 

interesting to every single person f> > 
walking on the face of the . £ \ ® 


0u4 +li/»* it a Id* If 
4 oo drAndi»«q. 


AVvm 
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LAYING THE FOUNDATION 


It's »io+ a Surprise that, 
generally, radio people 
30 out in the field with 
an idea of what ♦ky'rt 
looking -for. They’ve 30V 
an idea, whether or no* •* 
takes the form of a focut A\ 
sentence, or Would pact |S 
XV story formula muster. \ 
They've 30* a "hypothesis." \ ' 



It (flWf up 

over and over: 
as a reporter, 
you're also the 
editor. Vou have 
a list of vvha* you 
need. Vou imagine 
a strut ture and 

keep re imagining 

it aS you do 
interviews and 
research. 


8 u* what really Surprised 
me, especially after I thouijh* 
I'd kind of nailed the 
interviewing section in fcujio: 

An lA&ott-teted Guicfe, 
Was just how much reporters 
and producers plan and 
prepare before and during 
the tope-gathering phase. 



Vou need to 
imagine a story 
in your head to 
a de 3 rre that 

beginners don’t 
understand. 
Even to the 
point when you 
think through 
the dream 
version of this 
Story. 


What is your dream quote for 
the ending. What is your dream 
quote for the beginning. 



The number of inter views I used to throw 
aWay because I didn't think before I Went 
into the interview, Who is this person' 



fire they an opener' Po I ask them 
the dumbest questions in the world 
in order to get them as an r>yfk\trf 





Or art they an ruder' Is this someone who you ask 
deep and ref lei tive questions about what it all means. 
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I probably write 
more than Y, in my 
head, AMd I change 
it as I go along. 


I’m here 0*1 the streets of midtoWn Manhattan, 
/'nrl for Anyone who wants a taxicab, this is 
the nightmare stcnArio. It's raining... 


m 


h>- 




imiii 


Veah, it's 
■freezing.' 
And I'm 
drenching wet. 


v>:^= 




H 


&■ 


I just did a story that Aired Ust 
week, where the opening scene is 
lire on the street With this Worn ah. 


7 


4 >| 


And it's the middle of 
rush hour. Vcu Are never 
going to get a taxic Ah. 


Mi 




w. 


Mow, normally, you'd interview 
the w'cmAii, you'd ASk her tons 
of different freshens, you’d find 
the best tof'C, And then you'd 
write to that tape, rights 


there is ah actual plan to 
put 'ICCC more taxicabs... 


m*"*n 


r. 


:!!!! 




After you’ve done it so many 
times, you get so tired of getting 
bac k to +hc studio and thinking, 
0 h my god, I should open with 
a person Saying //ttsf/ 




SSfeKMI 


|... on the Streets 

iimii 

. Of w Crty... 1 

r 

1 saw wes. &e«Ai«se f 


1 really Want a 
taxicab rigid now! 








iSsil 


7 


6 / 












liti 




In tome Wayt I 
tomple*ely ttnp*ed 
»*. I walked ({own 
*o *bc fron* of 

*be building, i*’t 
raining, i*'i abcu* 
*aricabt, and *bit 
Woman it *rying *o 
bail a *a*i<ab. 


w>i 


timi 


Bra 


n 




I knew bcW I Wan*ed 
\n ge* m4o *be t*ory 
Wi+b *bit vvcman. 


I 


0u* I didn'* know fbe 
Wat grea*. I ike, she Wat 
to emotional, and she 
Was so -funny, and tbe 
played off me really Well. 








I* Wat a complete turp-iw to me, 
bu* Wat also completely planned. 


mgr 


Preplanning in tint way may 
•feel un-joumalif*ic *o tome 
people, like cbeaming. 




I Wat in my ZOs, a freelancer 
Working oub of NPfi't New Vork 
bureau. I Wat no* to good. I Wat 
very inevpenene ed. 


And I Wat £KciotC me/ I am 

totally like, a J^UA'H.e/idf ! I'm 
■“■ going to go ami 

e/afC/?yor Wbat tbe firtt pie<e 
of tape is! I'm going cut into 
nature *o document tbe world/ 


I 


And I wat ten* *o rover a 
prets conference. Some UNJ 
_ committee Wat puling o»«* 
repor* on tomc*bing or other. 






1 


nr 




5 

i 


I"- 


Ml 


I wat aboi»* *o leave for *be 
precs conferenc e, and Mike 
Shutter, wbo wat *be bead of 
*be bureau *ben, atked... 


Wba*'t 
your firt* 
piece of *ape 
going *o be / 






SSM 




M h< Mid +0 «», I ‘f'" *° **•* hr ‘« he “ , *< 

I you re going *o be trying a* *ba* 

detk ngb* *bcre writing tomc*bmg *ba*'t 

going *o be on *be air in four bourt. 


W»! 


k 


Ifi 


And you're going +o have *o 
choose a firt* piece of *ape. So you 
Could i*ar* 4bmking abou* •* now. 


IMf 


63 

















/Wwi tit t \>(( anti' 

thlCC ttOUtt UklCr*, I WAt ijOrtHj 
*e have *0 *»* aS *>»a* tlrjk, 
and I vVnt (joi»nj +o be like, 
€*>d, if only I had //W... 


Here’* +f*e »ki»vj: Votovj Im did*A make up *ke number. We 
u[f! ouV at a jouriialitV and «jo4- W»aV new*. t?uV In- W»oi«jl»* Wirouijk Hi e 
**n«c+ure of hit Hory, to he knew wka* ifuet+iont he'll have *o at k. 


Jut* +kink •* ♦hrouijh. 
S/Jhak'i W»e i»dro +o 4kit 
t*cey ) *o have *o fay 


CK, *-ht> iMro it gonuj +o 
have +o fay: Today H»e 

HNJ c f)wm»»+4,>f oh wba^ewr 
rdiaicd a whatever. 


fi\y firs* feMeme if <joih*j 
ko have *o be... Hie mot* 
imf>or*aM s*a*is*ic froui +>»€ 
rework. I*'s yoiiiy +o be, 
wka*cver *kc S*«*l4*il it! 


6 A 
























for example, Robert Smdb did this ( 4 ory 
?Q) wdb u< 0*1 Colorado Spring*, where a 
ZJ bu»1tb of bu(inc«-mmded people came 1*1 
and +ook over *be cdy government and *bey 
decided 4 be bes+ way *o run this town would be 
*o privatise everything you can. 


And so I Said, +he dream sc enario for *be last- 
third is: Somewhere there's a guy who used *o 
mow t-be lawns -for t+»e parks department-. And 
then they got rid of *be parks department. So 
now, Some new guy wrwt those same lawns, but 
he Works for a p nvate • ompany. 


And we'd ask each guy: What were your (alary 
and benefits for mowing the lawns.' What Was 
the job like?' We'd interview each of them. 


...and m the dream version 
of it, it's tlie (awi! guy. 


And if you Want to make things that- 
are really (pec uil, sometimes you invent 
like a fie tion Writer, and then cee rf 
realdy con forme to what you made up. 
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Jay Allison Was the one who wr *o wsi* the 

Transom Workshop in Woods Hole, Massac husscHs. 


The phrase WC use is, 
“The moment you know 
you have a Story is *he 
moment you realize 
it's not the story you 
♦boughtt* was." 




Among many other things, he's the producer for The 
Moth fcu/ib HoUA and a Sunder of TranSoiu.org, 
a huge srte full of infoet«a*«OH oh how to make radio. 



find that requires 
♦ha* you he aWakc, 
and alert, and 
sensitive, and dynamic 
in your attitude. 


He’s also probably +he foremost voice for what 
Some people < all the “slow radio" movement. 


His own pieces are structured in various beau+rful 
ways, but all this talk of preplanning and rules 
makes him a IrWIe r*chy. 


'i When I began in 
Ml$Y rarlio, the whole 
' s —' / appeal -for me Was 
jus* going cut With my 
♦ape recorder to see what 




I had no story theory. 
An inheres* in the basic 
Subject was enough. 


If I'd had *o 
answer a lot of Hie 
Story yurstions in 
advam e, I'd no* have 
gone out on 'iCft of 
♦he pieces I did. 



t!Jk Sometimes, ♦Ire piec es ended up no* being 
s*ories a* all, but be< ame found poems or 
mortgages or illuS*ra*ed essays or UHle nr* pieces. 



Sometimes *he *ape would Si* on *he 
shelf for mon*lis or years until r* finally 
pros laimed wha* »t was about. 



Sometimes « haraiters from one pin c Would 
s*ar* talking *o i harac *ers from another 
pie« e and I'd bring them together. 


There was never 
any w'ay to know, or 
even guess, in advance. 
I* Was all a Surprise. 


Hie bad par* Was that a lot of time Was 
Wasted and a lot of Stories were tepid. 
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The good part w'as Ww* there were discoveries 
of th 'will I had mo idea fWM +o look for. 



Tha+'s wha* I'd like +o hear more cf om 
public radio: the real Wild card, the story 
MO one could ever bare thought of in advance. 


Just go without a plan 
and discover wha+'s 
going to happen.*' 



That's a. valid Way to 
work if you have a lot 
of *tmc. And if you also 
have a I©t of tolerance 
■for being Ioi+ -for a long 
period of time. Many 
of U4, me IMCludcd, -feel 
anviety when we don't 
know the (ftApC of the 
final Story. And I don'* 
enjoy living With *ha* 
anxiety. 


And you will know wfiicf* 
kind of person you are. 


© We're doing an episode in three or-four weeks 
at a tar dealership in l ong Island. And a* 
the end of the month, a car dealership has 
+o make a <juo*a. And for the laS+ tw'o days they 
baSi* ally Will do anything to sell you a i ar. 


Many people Will try to de< ide ahead of 
time what the story might be. And it's useful. 
It is ijood +o gather tape tha* Way. 



... it's like, I'm gonna 
make a cake. I know 
I’m going +o need a 
bum h of ingredient*. 



And we watted to do* umrnt that, 
be*ause it's very tense and hard. 





In the tape gathering, you could juS* go and see 
what Will happen, but »t's br 4 *er to go in with a 
plan. Without one, there are things you would miss. 


Ingredients, Su< h aS re* ordingS of Sounds 
that might help the listmei understand that 
you've move*! from one pla*e to another. 


WW/AVC 




r 4 "'"* Vou just know, I would like to have some 

« enes, So I'm gonna get the sounds of doors 
\2/ opening and * losing, and that will help me 
move the story through Space and in time. 
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And because we try to work out a (true - 
OH) ture beforehand, every day I <jo in and iay 
*o the guy who rum the tar dealership, 0K, 
hoW maty cart do you (till have left to sell.' 


m 


And unices you think 
through the, structu re 
beforehand, you're not 
going to get those moments 
of tope that later you're 
going to Wish you had. 


IE Ml, 


So if I need him to (ay, lt'( nine o'clock 
and We need to (ell nine more <ar( by 
five o'clock today... I got it on tape. 


Some moment* 
you can never 
go back to. 


Mil) III I < 


VfH4 Hi, 

the chi 
\ZJ will ilh 
comments... 


Vou may plan to interview 
the child, and the mother 
Will illuminate the child's 




uS 


...but then you get there 
and you reali/c rt's the 
e if act opposite. It's the child 
who bear* the entire story. 


So your plan goe( out the 
window. Po you (till need the 
doors' Cr can the door* go' 




■ III 


And /heit you i an apply 
the rulec of storytelling. 


W 








dr 




Tlie ni< e thing i(, go 
ahead and get the door*. 
And then don't use them. 


JB? 


f 


111 


■T33Z 




Ihe real trick i( to tell the (tory in a free h 
way eai h time, being informed, not by the rules 
of storytelling, but by the material a* hand. 


And obviously putting rt thi( Way i( creating a false 
die hotomy, planning VS. i ham c. Any good reporter uSC( both. 


M 
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THE (EVEN) BIGGER PICTURE 


9©rew Wheeler m Ailed when 
he taid, "I Wa*»* *0 h<Ar JCW«e 
reafot i for 4ha4 fkcry *© exij+." 



I rCAd Soeen'f Vocwt 

tCM*CM<.e" *o C'Iiama Joffc- 

WaH ko see wIia* she *howijM. 


IhA* if «rAC+l'{ +he J*ruc*vre 
And model of wfluy, many 
**ortc{ +f»A+ iVe doMC, bw* 

Wi*h A «li<)h4 Uvfflk. 



\*fk*ad of "Vow vvowM*/*- 
av bcl.cre */' 


Ihat'f a {twAller Wa»( of 
<A'fin«j, ' flirt if universal. 



dmumnin 


I 4-hink Hja*- if mere my personal 5*^le 
*hA»i, "'few vvowkhi'^ •£<$*/ believe it, *'s 
hw«je, and *o*all«{ cha»ujct eeerv+hiMq 



*%vvn4j 


I ( am find ( hami kerf, I « am <j< * 4 hem kp *cll 
Stories, amM I r am rut tk aII im am order 44 ia*- 
MiAkc( you Wa»»+ +o fiMci ow* wIia* havens mcx*. 


i "^L flwd I of ken liAkY A kWOkWfM* - , 
1 t ft ft third of *he w»y i»*to 
** ' WritiMij, where I'm« like, MoW 
1o I ijet +o where I'm t+ff-piMg bock. 


Whk h %s, w»*hou* a dowb*, a 
VAluAhle, erfM am am«a/im<j {kill. 



t»e cp* Oia* you M*ed a re a(om to liftai. 
Ih/i*- doesn't come MAturAlhf fo me, And I 
<Iom'* *hmk I reall'f rec<*jMi7ed the Meed for »*. 



find +he +how«jM< *lm* I’m 
wtwnll'f haviM<j are, C h, thi* tf like 
*hA* tlmujthflt everyone «Xf»erie»u es. 
Thu if interesting bet Auie... 



bw* i»i my head rk'f: 'Thit i( iMtereftimj for*hi< 
reason." I weed *o fay tfmfr im Some way er^\„ iHy. 
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Chana did ah hour-long story oh why there has 
been A hu<J«* inCrCASC IM the number of people 
in the Social Security disability insurance 
program. 0ut notice, that's a topic, no* a story. 



The disability thovv came out of 
the id(A that there's a system 
hat's interesting, and looking a* ** *ut 
x system helps evpUin a big question. 




I tried 4-o choose sections 
for the jionj that would 
illustrate that this 
system it doing Something 
that you didn't realise 
that »t Was doing, that 
•4't a t+And-in for 
Welfare, basically. 





I'm sure that if you broke down each part there it 
a paragraph SAying, Mere's why *hi$ it interesting. 


We've known tha* there Are aII 
these types of industry that 
have died, And people have lost 
their jobs, And more And more 
people Are une mployed be« Aute 
of the re< ession, And boby 
boomer* Are getting older. 
What happen* t© these people?' 





'these moments, where Chana mokes 
connections to something larger, it 
what radio produc ers cnil “framing .’ 1 


for evAmple, 

I could toy, 
’’these radio 
f-r odu< ers ar e 
continuing a 
tradition of oral 
Storytelling that 
gees bock a 
t'tlty long Way." 


those paragraphs take the topic 
And transform it into a story. 


framing is the port of the 
Story where you’re given 
some centert, and you see 
the larger implication* 
of the story. Cr rt's 
where compler idea* ore 
translated into direct, 
emotional language. 


framing is a huge par* of how you take a 
predictable story, one We've all heard before, and 
turn it into something truly new and memorable. 
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In your dreom World, if you could IiaVC a 
different job *Iia* you could do wdh your bock, 
who* Would *Iia* be.' Vou're stuck ing your heAcf. 


And I asked, VvIia* abou* a job where you c ould Sr* 
doWn. / And she jus*-, •* bad «wr even occurred *< 
her+fiA* such A |ob cris*cd. 


In one section I'm balking *o a Woman 
j jS in **ttle Coun*y, Alabama, named 
E*f,«| ThemAC, Whose back WAS 
injured. And she was locking for lo*s of 
jobs, And she cculdn'* -find one, And {he 
wen* on diSabildy "for her back injury. 


And I s*Ar*ed sor* of c ASuAlly looking. A* 
McPonald's, *hey're aII S*anding. There's a *rur|« 
met hAnic, no. A fish pi An*, defin»*ely no. I lookec 
a* *he jobs lis*ings in Greensboro—occupational 

therapist, McPonald's, McPonald's, *ruc k driver 
heAvy lif*mg, KfC, regis*ered nurse, Mi Ponald’s. 


I at *unlly *hink i* migh* be possible 
*Iia* t*hel could no* conceive of a job 
*ha* would ATComWodA** her i-Ain. 


thfl* fcl* like a powerful momen* *o me, And I 
*hou«jh*, Other people will *hink *his is surprising 
*oo, And so I me luded i* for *ha* r« AScn. 


I didn'* *hink *ha* »* would be a momen* of 
revelation for people. Vut when people *alk Abou* 
the show, bhat's **ie *hmg *ha* *hey remember. 


Mmm. I hadn't really 
though* about i*. 


I* |i«S* did no* seem possible *o me *ha* *fiere 
would be a pi ac e in Amerw a *odAy where 
someone could ijo her whole working life Wt*hou* 
any exposure to jobs where you ge* *o si*. 




















/'nd that's really wha* makes i*. that 
is *hf moment tha* makes I* frrl like d's 
flU'i** something bigger, a* u( Something 
*iriv, and (omrmiM| 


I had gone *c Hale County betause they had really 
high numbe rs of people on disability. bu* I Hirin'*- go 
knowing *ha* tha* WaS going *o be the *akeaWay. 


**ones*ly, I was Hay five into tha* reporting 
♦rip Anri fel* really distraught about ho* having 
any*other ♦flan the really predii table stones 


I* feels like i* is a way of understanding a huge 
lacs of American w'orkers. for people who work 
offices every da«f, ♦ha* iS not a familiar reality 


In some sense, in a shameful way. t ike, I was 
A shamed of my surprise in ♦ha* situation. 


“People who Hon'* have enough eHuration 
anH don'* have *he righ* skills for * he 
new economy Hen'* have jobs." 


"People work in really 
physical jobs, and *hey 
ye* injure/.! in *lieir jobs 
and disability «S wha*'s 

available *o them." 
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Catherine burnt, Ar4i(hc director of *TMoth, told me bow *>»<«( 
choose (toriet -for their Mainftage. 'The bett Moth (tones binge on 
moments when the steryte Her teetered on tbe brink of a dilemma, 
the outcome of which changed bit or her life. 




S' 
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,v 


Cue of tbe -first things 
we ta»y to the storyteller 
it: We're looking -for 
the story about bow you 
became you. And that's 
a tall order, obviously. 


JRV 


I 




but that it what 
w e art striving for 
every tingle time. 


i 


We're looking -for the arc. The simplest way 
to Say it it: Who arc 'you at the beginning... 


.. .and who are 
you a* the end'' 


When I Wat seventy, 
mvy first murder mystery 
was published toy St. 
Martin's Press. I've now 
bad ten published. 


iMiiniil 






About sir mon*bt Ago, a 
mystery came into my life. 


«i!:;m«i issuk 


Cynthia Riggs 
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. 4 B 


/►vV 'J 0 * A package... An envelope With a 
jy} ^ MM< °ld, dried up paper towels in it. 
V.T/ The paper towels were all covered With 
(Crawled out < ryptogramS. 
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"isnife 


I 


Iiaswi' 
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When I Wat W, 

I w rote tec ret 
mccsagrs, At 
cryptograms, to 
ttoWie, on these 

paper toWelt. 


srv-« 

•I* 






nisi 


•Viri 


1 have a group of >young Women in my 
Wednesday Writer*' group, And they all (aid, 
"Vou've got to get m toui b with tbi( guy.'" 
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On« bes* Stones art the ones that have stakes. We 
always Say, What are the stakes, what are the stakes' 






fSSB 


What it that moment of cbange.' 
To be a Mo*h story, it has to have 
that personal moment of change. 


Now, you Httd to know 
a IHHc Something about 
my background. I'd been 
married for years to 
a very brilliant but very 
abusive husband. We'd 
been divorced for 5? 
years, and he'd talked 
me for ZO of them. I was 
no* c omfortable With any 
kind of intimae y. 


1 




M 

totsnm 


I had a daughter who had 
died about -five yeart before, 
and ItoWie said, 'I had a son 
who died a* the Same time at 
your daugi»*rr died." 


I 


f\i you can imagine, 
this broke down a lot of 
barriers in a hurry. 


So I have a ticket to 
California on my desk. 


4 


Who are you at the 
beginning, who arc you 
fb V at- the end, and, 
this is kind of the harsh part... 


Why do we care/ 




.. 


1 


tfut it's not really why W-e- 
rare, it's why do yen rare. 


HoWie has changed my life. I had 
been pretty much closed up. He 
introduced me to a calm love 
that I’d never thought of before, tie 
gave me bark a sense of self-worth. 


S£ II 


If you can convey to us 
Why yen care, then c hanceS 
are, so Will the audienc t. 


ft 
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Scan Cole did a t*ory for 
About Mel dlAur, *he voice actor bet* 
known for Vucji dunny, timer hudd, and 
a hundred o+her cartoon characters. 
When Want was in a Car accident And 
fell into a coma, the weird *hinij (*he ven/ 
convincing V in the dluwberg XV of *his 
t*or"y) it *I»a* he did no* respond when hit 
ton Addressed him At Paddy, but he did 
when addressed At dugt dunny. 


jAd might say, 1 lore i* op 
to here, bu* Af*er that... like 
in *he Mcl Vlanc Story. 
MATKA*iv'f kf, there it a gaping 
hole. I den'* undert*And *hit. 


n 




|l'! 


SSSHSS 


Hot for A'iithc&et’, And 
for a II *he bet* nArrA+ive 
radio shows, jut* plain 
"interesting" it no* enough. 


'M 




WhA* * WaS 
Jad nutting'' 


f^VJ, We Was misting like, why?' Why 
dicin'* Mel Wane respond to... 


WMIH 


life/;. 


there's some tran sformA*ion 
a listener thould hate. /\nd 
we jut* dicin'* hare Anything. 




We dicin'* feel dote to the 
guy a* *he hear* of *he 
t*cry. Vou olwAyt fel* like 
he WAS At a polite distant e. 


iSS 




(Ill 


4 


Si 


It was a bunc h of fun *hough*f 
nnd fun mutu And Sound design, 
but there Wat no Anchor. It still 
WAtn't landing somehow. 




•H<! 


So we went bat k *o his Son 
Noel, And we were like, Why 
Would your dad tAlk *o you At 
dugs, liAtn't »t ever occurred 

*o you *I»a* *I»a*'s Weird.' 


I 




Mi 
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And I remember 
£7 *ha* he wAi hot*ile. 


AnyWay, who* oVher 
t/uesticn* do you have!' 












Zm 




iC 




'CaiiM you're stuc k 
on *hn* one, And... 


III»:^k^i 


»lc WAtn'4- Willing *o 
f’f'/choAHAl'f/.C •*. 


KSSKStl 


Pu* we go* a 
couple of in*ere«*ing 
HArrA*ice dr*ailt 
which pci it* cd a* 
tome*hmg. 


-»■ 


& 




And we +ook *hotc +o Cry in Pevinsky. 
Me'{ ah Oliver Wk< *»/pe. He sect a 
lo* of people who have brain injuriet. 


Jad fuytjeshd that I run 
*hc story by him and ice 
what he *hough*. 


tsHIra 


iva 


wa: 


Out e */ou prA( 4itt *hingt lot^ enough, 
+he»/ kind of become automatic »»i lower 
portion* of the brain. The Pugt Punw/ Voic e 
wat perfecMy preserved, deep mtide. 


IU 




if; 


i ;• A 


//• ./■: 


Pr. Cmn Pevinsky 


Whether or no* *hose c haraf*ert saved 
him, in that moment, they Were *he mot* 
essential far* of him, you could say. 


Pug i Pulin'/ it like i ryttnlized ami! 
ken* over here in a protective )«r away 
from *h« rat* ling rage of *h»' brain. 


Jf‘ 


m 


/ 


/; 
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*T 




I* had tomebod'/ seriously 
considering how that might 
happen And who* r* might mean. 


I* gave i+ a 
Arajon to exM 
m the wolfit 


76 














THE HEAT OF THEIR BREATH 

Character and Voice 
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fcufiO PuiAsOI if a fhoW ThaT ivorkt WiTh 
people To help Them Tell Their own f*oricf. 


Joe utet a fTyle of**" known At "non- 
narraTcd," meaning he uMf only The diantTt' 
recording of Thewfelvef And 4lirir friendt And 
family +o con**rvc+ hit tTory. 


Producer Joe 
Kit hmAn handf a 
I’erfCH a recorder, 
And work* wiTh 
him or iter -for up 
+o a ye nr *o sen- 
record. then Joe 

odiTt a tTory from 
ThaT maTerial. 


Thu meant The Tape-gaThering Joe needt To do it 
ThaT mi« h more demanding. If 4 he per ton doefn'T 
tay whaT he needt, in Hie way ThaT lie needt H, well, Itf't 
goffa t ome up WiTh fome aTher way To Tell The fTory. 


I > 
I } 






w«m| 

£8 


AW 


"Non narra*ed" it kind of a mitnomer in Thif 
tate. The fTorict **A£ narraTed—hy The diaritT. 
There if no reporter And There if no fttipT. 


The adranTagc To Thif way of working it ThaT 
The way people fpeAk hecomef muc h more a parT 
of The fTory, and ThaT can make characTert 
tome alive in a Way Tha* no oThcr fTyle t an. 


M 






m 


v*\s 


I jufT know iT’t 
happening ngM There. I 
Think The lifTener knoWt. 
And you wa*»t To experience 
tomeThmy at Hie lifTener, 
noT jufT he Told. 


Anti peril Apt The mofT imporTanT, motT 
magn ingredienT of Hie kind of fToriet Tha* 
make you jutT tT op, anti pay aHenTion, it a 
charat Ter eKperient my a < hanye in hit or her 
life, righT There, at you litTen. 




li 


r.\ 
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A*4*/Sp PtaA/et i s de< umentary. People simply 
live their lives and tell us what happens day by 
day. And then that material is edited very heavily 
*o coniWuck a narrative after the fact. 


It's a different animal, of course; on The 
Moth, people construct their stories, they set out 
to entertain and capture the audience. And then 
the stories run virtually unedited on the air. 


The Moth is true stories 
told onstage by the people 
who lived them. 



fee 


Put the heart of 
the two approaches is 
similar. Stories of people 

confronting change. 


0ne reason The 
A\oth works is that 
there is no editing. 



There are 
no lights, 
there is no 
( f*l, there arc 
no effects. 


< 5 © ® 


there's 


no script. 
It's Stripped 
away. 

1 




If people don't get 
out on the wire...well 
out on the center of 
that wire, where it's 
bouncing... 


4 
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Thcro'i *hr voice rHelf, l»ovv »* h*C»4a4rt and pauses, 

view. 


and *hrn \bert'i +hc »«ai rn'nr poin* of 


J»*+ 4o sek +hi* up. Wha* 
is tome of 4hc crap *ha* I 
carp on as «»i editor!' 


Sorcn Wh«€l«r 


Hh- Rtii(<c\L*b S+aff participate 
im a Workshop wt*h Jad. 




We 4alk aheu* close-ups, distance 
And one of *he things 4ha* vvr 
4alk ahot»* a lo* is point of view. 


WIm-m you re Working WrMi *hr 
i liarnt *rr«, you don’* vvn»** *o 
t*fl«d across *h« street from 
♦hem and hold yout nose. 


'h. 


-c. 


>\ 




zj 


Vou ij«4 • rally tmrlly up t lose ami 
tmrll 4h< lira* of then h»eat h. Vo»i 
Want 4o hr t.iiidr *hr» head, fort tag 
♦heir perspective on other people. 



Well, I SaW a really interesting 
Clamplr of this, urn, whether 
o» not yott agree With the 
I'oldii s of r*. from Ron Ku*l. 


Imagine for 
a moment... 
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Imagine *ha* thousand* of 
ar wd foreign troop* Were 
COHt^nnWy patrolling /'wfr'Kan 
street* if* military vehicle*. 
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Qut, when we're in one of those modes wl»crc 
we Arc hdjmi^ f'COf'l* understand {OtMC^ii^, 
'feu*' job *hcn i* At+UAlfy +0 shrfk into the 
pcrsp cc-Vive of *he listener, of a person who 
it hearing it -for t4»c -first tiw«e. 



1o let listeners w'aIK im another 
person's shoes. I hat's the miction. 



I f I Was doing a news story About /VIP?, 

I wight try *o find someone who goes 
aijamst type, you know, a wealthy white 
Woman in ?ou*h Arr ka who is tllV-positire. 


It's a potentially radical mission 


?o, if there's difficult iwforwatioM 
that's being hurled at me, and thus 
a* the listener, by the interviewee, 
then I should take this And Shaft this 
into a picture 1 hot I can understand. 



\\ but with the Vianet 
&r it's almost like, •find 
** v the cliche, -find the 
stereotype, and then bust 
it by waking it a three* 
dimensional, real person. 


sppf^s 



I think that's the Way you cam wake 
4TV P these statistic s, or these i lichee, or these 
t ardhoard mto/d of certain people 
that WC hove im our minds, and wake them like 
family members. That's the goal of the Viaritt. 


(here Ai r differen* nyyt cat hes to tht wiitioii. 
fouf<c/teb c rrnht metaphors, interprets, 
S'H.tp ./tutyrm n/tries mo * to. 


WOW 

Mum 






We work With a 
broAd croct*section 
of America, and 
we're really really 
SeriouS about that. 



Glynn Washington, 
huep Autywe nf 




















f* is *icrc 
iMtc'crfaitf for at 
*o Mfidc ♦fir 
f'trff'tc*ire of *ht 
f^or^Nrr »Jia»i +o 
fo< uS o»t (fi'i if h 

f>lo* linrs. 
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f ••wIihij characters who mo* only Iiaw am.a/ i»i<j 
stents to *clf, t>u* who cam +c!l +!»<•*« well, 
*ha*'s *ht unsung Uxttle »m this Kim d of Work. 


Ifill*?. 


...t>U* »*'< MO* alWAyt 
*fm* interesting a Story, 
or one that they’re 
particularly adept at 
*elfiM<j. One *f»a* willicMt 
of people need to hear 
cm *f»eir radio*. 




!i 


'll//- 


I Would agree *ha* 
everyone has a story... 


jSiCi—nil nu-t: 


Fkiw 


f\le* fflumbcrg, 

Manet Money. 


I oudf*iOM people for 
my stones all +lic *ivue. 


mn\ 


Does W>a* M«ake »* *cu«jli to 
be an economics reporterf 


/; 


KcU:m 

.VESSari 


/ 


I partu ularly Meed to fall im low ivdfi a 
character or a place, mh*c h mere than an 
idea. I he idea it mo* really cmoucjIi for me. 


m 


Oiama Joffe-Wal*, 
Manet Money 


/4^.ar 


IflfPtlllUi ■ 


vVlKIXVK 


Va ause of *l»e types of 
stones you do, you tend not 
to have one main that at ter. 


Oiama it a little bit better a* *fie OMf • 
character ttmig. flad *ha*'t because she really 
lihet tlioce stories, and the lookt for them. 


I 


M 


(I 


I® 


fj” 


Robert *>mith am<I toe 

Chat, e, Manet Money 


P 


If 


the slight 
problem it that 
*lir fuMdavue»t*al 
Mature of mouey 
it *ha*'t i*’t A 
*rAMtA( *I0M. tt'f 
between *Wo people. 
MoMry flowt, tt hat 
a narrative. 
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\Viv 


d in far* our 4or* of "Mr *d**' 
I know you’re laughing a* me. 


In *he Worlde of 


nd sc it nr* 


economic 4 a 
e4pec ially, 4*crie4 cf*en revolve around 
an idea ra*her *han a « harac*er. 


We’ve done 4emr 4*one4 
*ha* don’* have *ha+ 
human elemen*. 


Somi Time4 
*he Thing i4 
40 in*ere4*mg, 
you ( an ju4* 
marvel. 


I he 4peed of in*ernc* 
Trading. We did a whole 
3 C- minu*e »hm<j ahou* 
mir.ro high-cperd *rading 
Mo* a human b«intj in 
*hn* 4*or>f, in a claftic 
narra*ive 4en4e. tfu* »*’4 
4*ill fait mating *o me. 


Pu* a lo+ of *hi4 4*wff, 
you're no* going *o ge* me 
*o rare ahou* »* unlecc 
I can rcla*< *o r* on a 
l>a4ic. human level. 


We have 
*o work 
really hard 
*o < rea*e 
a kind of 
Wind of 
en*hu4ta4m. 


Mayhe I’m kind of farm hial 
*ha* Way, In** I ju4* need a pmon 
a* *he cor*er of *he 4*ory, 


fire l*r *ev* *ha* 4*ar*ed *hi4 Whole Thing 
i4 " The Gian* Pool of Money." /Mam Will *ell 
you, *he in4igh* *hey go*, I *hink from Ira, 
wa4 *ha* *he r.harncTer i4 *he 


If There’* no per<on, 4ome*ime4 you ju4* have *o 
; inriyi» ha4i'd on <heer en*hu<iaim. Kof/er* ami I 
are 4©i* of waving our hand* wildly, 40 *0 speak. 


























'ill 


Pid Vf 0 i* ever fee **'a* 
movie He/Zbop II? 


1^ 


css: 




!ifea 


w/S 


lb 


35 ti 


Ku* rf **if'{ don'4 i.HiaM Some 
■fcrm, Hipy become juS* lik* 
smoke, ^ou cam'* grasp +*iem. 


One of 4 lie c*»A»Ac4*rs was smoko. Me needed **»e form of l«is 
A»mor 1.1 or Alt 4o WaIR. 0u4 AC4 uaIIv hif 4ru* »iA*ur* WAS Smoke. 


rr 


>TC 


I '9 

ill 

bJ 


sj> 


m 


JoliowM Kraus 


hW 


I of*cn 4-ftink of 
our S* cries And 4*ie 
•drat Wi+flin 4*iem 

in 4*i* SAmt WAy. 
t*.f r liArnr4*r And 
AC*ionS amp! pi o* 
art’ like 4l?e arwer 
4 *ia* 4|.csc ideas 

« A»1 l.lllA^i*. 


0w4 *fOu also don'4 Wah 4 4-0 go w.*li 4|i«4 
5or4 of cUssic anccdMe/otiiec* lesson 
•forvwA* 4*ia* a lr>4 of s4rr\f4r llu.rj <jf4s 4o. 


And in {pwi’ 
WA‘fS 4*>e idcAS 
4V.4lir.u4 4*i< fnrw 
Arc dangerous. 
Ilie'f are overkf 
al>s4ra<:4, 

4*ic^ lose 4*icir 

*1UMA»1t*4i, , 




In a lo* of pop Science wrr*ing you'll See: 
Here's a»i A.irr dole, and now here's 44ie lesson. 
Here's a s4udv/, and now here's *hc lesson. 


We Are no4 in4*r*{4ed 
... 4*.a* kind of t* uff. 


I wan* 4o cvpcrience 
4l»e World as itlcAS 
flowing 4hrou«jh people. 




1IW!! 


.1 ) 






i 


5 


I wa»i 4 4o see i* <on4nimd w.4*nn 4li* 
k»ea4h of SOm* human being JUS* geKing 
♦ heir < oa* on And walking eu4 4*ir door. 
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Great tape— 
emotional tape, 
tape that ring* 
♦rue, that's funny 
and interesting— 
that is the only 

truly enct^Al 
building block of 
this kind of radio. 


Without rt, you've got aUm* lit*rally nothing. 
The scorch for great tape, the battle *o 
create great tape, every person in this 
book talked about it. They're obsessed. 


tfut sometimes 
you don't have 
that one person 

who can embody 
♦he story. 


(Of course, no 
one actually uses 
'tape" anymore...) 


mm 




Or maybe the 
person you t/o have 
tS less than ideal. 


IV 


U 


‘V 


"This is a Situation 

confronts 
with scientists, and 

P/m net Money 
with economists, 
virtually all the time. 


Maybe the expert on some issue seems just unable 
to mutter the enthusiasm Tor flaw humanity) 
necessary for a radio interview. 


They've got ways of dealing With it. 


» " 


«ibs» 


MS III II Ml 


W« represent 
ourselves as 
novic es, whit h is 
a good tiling. 


TioilT 


P«j 

I! If iff 


mn 


\ 


' >u 


m 


I 


(O 


r; 


* i 

All 


DR 




Robert Krulwnh and Jad f'bumrad spoke about making 
AteetbAeP at then mutual alma mater, f berlm College. 


First, it means 
we c an say: 


ttones*ly. 


Second,* 


I 


Could you explain 
that again f 


Honestly. 
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We are drying to model a kind of 
conversation with important people, 
powerful people, and partii ularly 
with kncw'ledgable people. 


Ilian 



tfcra 


Including expert f in ftonef can cau(( prob- 
lem(: Cutting to a professor or pundit to 
support someone's posdicn cam cud up locking like 
you don't trust 'four & crueller. It Ktidrrc u*( them. 
It's often best to jut* let the character tell H* stor-y. 




I'm the < hild of two u lentict*. My 
whole Irfc, a* the dinner table, my 
mom Would {ay—(hr studies intake of 
fat into cells, that's her thing— 


0 ffut you've got to talk ta am expert, 

And the job then is to find the ordinary human 
inside. That w(mi< clear language, butd' also means 
helping the interviewees to find their true voiced 


She’d {ay... 



Here's how I think 
rt work{, Jad... 



And (he I)rnb( a napkin and kind of 
i urvet d iMo a < in le like a i ell, and 
then (he (ay(... 


Thi( fait (haker k a fat mold ule trying 
to get into the cell, And it'{ coming 
coming t ommg bu* »* need( Something to 
ft*r'f *t through the cell Wall/ So here'* 
the fork, the fork ic a protein... 



...and I don't know what the hell (he’( 
talking about. Hut what I get from her if 
er« dement, a pa((ion, a (en(e of my(tery, of 
•figuring (omethmg out about the universe. 




























tfut when I tried *o interview my mom 
about her work, the went into a really 
careful mediated scientist mode — "alph 
lipoic acid," using really big word*. 


Put I also wah* to present scienc e as not about 
esteemed people sitting behind podtums, conveying 
knowledge +o the rat of us who know nocking... 



...inttead, it's about gomg 
into your lab, S« rewing 
up, making mistakes, you 
know, breaking Stuff, 
and doing again and 
atfain until you get luc ky. 



One way to draw cut the emotional 
k©J^ fide of dry interviewee* *f to listen 
carefully and then use mu*i r to rush under 
and reinforce those tiny moments when their 
feelmg breaks through. 



We talk a lot about 
proximity. How i lose 
Are you to 4 lie thing 
that's happening.*' 


We do a lot of interviews witli people who kind 
of live by the numbers. So when we find moments 
Where they somefiow ijivr you an entry point into 
their emotional mind, it's so important -for us. 


It’s one of the most hypnotic and 
Spellbinding spec tai les in nature, bee ause you 
have to keep in mind, it i* absolutely silent. 




this is a raw interview with mathematN ion 
Steven Strogat/, abrut a phenomenon where < retain 
fneflies' flashing i diverges and « omes m*o sym . 


Picture it: There's a nverbank in Thailand 
in the remote part of the jungle, you're in a 
i anoe, slipping down the river. ’There is no sound 
of Anything, Maybe the occasional, you know, 
rrotii jungle bird or something. 
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There it a mcmen* in +ha+ *af>e 
where he le*t yot« tee hit interior 
♦hough* j'focets. *te ca*chct himteff 
when he tayt "I tan’* do ib for 
rarfio,” Cbvtoutly, We edib +h at- on* 
because we're gonna do ib -for radio. 


Ja4 Abun«r^.j 


Ib’t one of bhc motb hypnotic 
and spellbinding spectacles in 
ha* ure. because you hav* *o keep 
•n mind, ib it abtolubely silenb. 


lb's one of bhc motb hypnotic 
ond spellbinding spectacles in 
MA*ure. because you hav* *o keep 
•n wind, it it absolutely silent. 


Picture it: "There's a 
nrerbank in Thailand »n 
bfic remote part of the 
iu»uile. Vou're in a canoe 


there it no sound 
of anything... 


...maybe the 
ocCAtional ero*M j 
bird or <owf*hmj 


...With thousands of lights on 
anil then off, all in tync. , 




















9tei'€ starts to ((« things, he 
sees flashing liglrts, and lie has +♦»•* 
wonderful rhythmic Sound that he 
makes; he's almost hearing thing*. 


/Wi 


'that wnwfi** of *Af'C of 
Stere Was a when you 

Were in his head, you were in 
his fwoiiodal mind. Vou Wert: 
C \i yeah, he's feeling M... 


\/ 






And you develop this 
wry wry Kern sense in an 
interview for, whoa, 4here i* 
i*. I feel that vibration, which 
is 4he vibration of being i lose. 




KV 


III? 


Me was feeling a sort of awe. We're always chasing the 
♦women* of aWt, where *he scientist goes out of the empirical 
mode of thinking and becomes like a child, looking a* fireflies. 


I’m feeling »* because he's feeling 
r*. And you are in there, and the 
distam e has been obliterated. 


That's always the 

moment that you Want. 


y 


> 4 — 7 . __ 


;.* •• 






I'm dose now, I'm close, fie in. I 
don't know wha* I'm f urious about, 
bu* stay here, don't move on. 


’ T. • 
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Ha ha ha/ Robert Would 

make khetc jokes, and khey 
have ko gtk krantlakcd... 


V«J, and khr greak kiting iS khak khey Will do ik 
b*4*cr, Thak's why we go *o khem at evperkt. 0uk rf 
you don’* model tomekhing for khem khen khey 
jut* wa»»* *o found hk** *he ret* of NPR. 


fltUM 1 is 


I will make a lok of horrible dumb jokes. 
So dumb khak khe people I'm interviewing 
will Say, I ran Ml brk*rr jokes khan 
Now, I cuk ouk my jokes, because khey're 
embarrassing. And either I'm really lu< Mf 
orkhis h'i liHKjui it Working. 


Thi< dorsn'k work only With humor. Vou 
iln ide what (om(OM 't role i( in 4hr Story. 
Vow wank a professor *c hare a grand 
♦ lurry*' then I will try ouk kheories on him 


Wha* you're doing i$ modeling hig-pii *urr 
behavior for khem. And khey will evenkua I ly do 
the role khak you are drmontkraking for them. 




Whereat, I wank skory kape, 
•funny kape, cmohonal tape. 
And I believe ko gck khak kape 
you have ko ack khak way. 


There are okher methods for 
creaking emotional moment*., 
mere embarrassing methods.. 


If you go in and Say, I'm from 
National Public Radio, I have 
khetc in^cr^aM yuesktons, 
*hey Will Say, Vet, I hate This 
imporkank answer. 
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l»i seme CiVuaViom*, »t'c po«iWe Vo VaK* a page 
fcrfonMattcc Art forwt Vo get vwore 


r~\ I would v*ke 
jomc of VhoJC 
nS/ orpfrimc’Mtal 
*hf A*fr *echni«/ues, 
reduce, dilute theiw, 
And *r>^ them orer 
♦he phone With 

well -known people. 


cimoNomaI tApe 


before radio I wa s a theater 
director, cvperivwentAl theater. 


9ciwr*imf5 iV'$ JU$V "5*A*ld up, c lose your 
eyet, whi (per, jhout"...rt depends on wIiaV 
♦hey need Vo do Vo changr tVieir own wpiif 


IV was aII About connecting Vo your core 
as a hun. am being, lik<* am amimcaI, tvtn. 


Vow get used Vo talking in a certain 
WAy. If you c am jAr someone ouV of 
that, they are um$Vc ady, aV risk, 
more open. They find *hcmsclvcs 
VaIking in am unmodemted Way. 


Oetiinq a performance out 
of come body, »V'i really fun 

That'* the c eel part. 


Mark direi V* SlCuf? produc er Jamie PeWoK 
recording his narration cm *Ra7.»I« Qatlle." 


The trie k iS to get V In- wiitd 
And hear+ synchronized With the 
voice, To hear a* the center of 
a person. I have heard rV happen 
wink directing people. Their 
whole tody became the Word*. 
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Jut* a IrH lr more low-Key. Cr 
mayt>« A It** Ic more tinit*«r. 


d 


n 


Mm 


Sooo, Pot gives him 
one more oj'hcn. JuS* 
’cause he's a ni<e guy. 


^ooe, Poe gives him one 
mot e <y>*ion. .)uS* cause 
he's a tu'ccpup. 


P 




sjijir 


u< 




Miffffliri 


K 


J 


fftt ause *ha*’s *he *hmg; *he gee a* *n/’f *ha* 
rej»or*ers ge* ow* *here in *he World is»»'* *h. 
only *hmg you hear on *he radio. 


Rohcr* Siegel, 
♦he hos* of 

AM r/uttyj 
Cotcaid&iecf, 

Said ©*t< e, radio 
r*p©*4*rs j>u* a 
lo* of energy in*© 
ge**iMg really 
grea* *a|»e. 






w* 1 


4 *Tfc«? 




> 

/»«V^ 

gmwSBSSSsM- 


iftA we forge* *ha* hy *he *ime 
*h« s»ory's on *he radio, we are 
4*/Ak> haSK ally jus* *aj»e. We need 
*o Sound as real as *hey do. 























Narration, i* seems, is no* as Simple as r* Sounds. 


S 0 Wc pi** up all *his S*uff, and *hen Wt 
had R>* pu* mu { in p©Si*ion *o *rv/ *o figure 
Cl** +hc SWC€* SpO* *0 kill *hc baSS hum. 

This is *he spo* *ha* we com? up Wi*h. 


Vrah. So rf *here's fVfr 
like a problem wi*h *he show, 
i*'s kind of all Ri*'s -faul*. 


{I 




# • 
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I C*'s SCC rf I 
guested *he heigh*. 




\*i Jrnliu M**l 


Julia Was 
♦ hr mos* 
in*em*iwj 
*his week, 
bei au*e *his 
was *he firs* 
s*or\ *ha* 
she narra*ed. 




7\\ 


m 


She had *o 

build *hiS 

s*or>f from 
*hc bo**rm up. 

I* really pu* 
her ©u* of her 
i omfer* /.one. 


' 


The m*ern a* Stuff, Julia PeVVi**, Was doing a 
S*or^ abou* a guy named K©( ky. Three girls had 
been Wtrown from a ride he was running while 
he worked a* a carnival a* age I?. 



















0u* the Went and did a lihle more re ft arch, 
ami she Was able *o construe* narration off 
*ha*, So her f’erfctmaiu e got a lot hefter. 


M 


Po you have 

k'/i ||/ flit /if 


TrM TftVV CM 

her narration' 

13 
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U «W, 


Th« raw 

T tape...7 We do... 
but she would go 
ayti'YJ** rf we 
released d. 


■w, 


I 


r i 
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RockyVOl.wav 
JullaRocky_V02.wav 
Julla_RockyV07000.wav 
JuliaJtockyV07001.wav 
Julia_RockyV07002.wav 
Julla_RockyVO_family_friends_blt.wav 
Julia_RockyVO_more.wav 
Julla_RockyVO_moremoremore.wav 
Julla_RockyVO_testend.wav 
Julla_RockyVO_7003.wav 
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Turnt oid his 
friend...Was right. 
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Vou sound bored 
With your' own line, 
finish it With energy. 


Jtf 


iV « <«J 


Wha* happened 
Was, Arid Hu 1 girls 
flew from the ride. 




y 




I 


AW 


...And the girls 
•flew -from the ride. 


i/ffi 


Wait, ask me again 
what happened' 


V 


I 


v_/ 


/IVI 


CK, but remember, this 
is a tragedy. tfc deliberate. 
The girl actually dies. 


k 


■n 


if) 


...And the girls 
flew from the ride. 


I 


I think the reAl Art of nArr-Ation is 
learning how to -feel it just enough, 
even if you say »t over And over again. 


I 


nwvmvii 


It got better in part because I at Wily 
memorized the tcrijt by doing it so many 
times. Whereas when I WaS reading it, it's 
my hard to get awfty from a reader ly veil e. 


I really came to appreciate the.,. 
-r*49j/c,t4f With whn h Irn 6latS narrates. 


i*;s 


l&i 

yisi 


w 


,Jbm 


The Way he communicates that he's juSt 
Some guy, but you |uSt Some guy, With 

hit voice...I had no idea. -v 

It eh. Hhh. 


100 



















Julia PeWM* Was doing her firs* narrated story 

when I was a* JM+<p. And (he (pen* four days 
trying to do a si*-and-a-half minute story. Trying 
*o iiarrak it in seme was that Sounded natural. 


Kut why should r* take four days to 
learn to be yourself even a little bit.' 


■yjimjrmwr 

MMm4e 


•cr* t;j 


I JJ 

m 


That seems utterly believable 
to me. That seems like erartly ' 
the appropriate amount of 

time it would take. 


IF 55 ®? 


m 

■li v 


w 


f When I was learning to do it, I Would do 
take and retake and retake, anti then I 
Would edit it to death to yet it to sound 
natural. And there would he a million edits in 
a paragraph to yet the thing to Sound natural. 


Even though you're placing 
the easiest part a person could 
ever play, which is yourself... 


m\ 




Essentially, for you to perform 
a version of yourself on the air, 
you're having to learn the i raft 
of actually being an actor. 


It's not like you're having to play a big 
range of -feelings and emotions. It's a 
very easy part that you've been cast in. 




4 ( 

£ ft 


#ut to soutui like an attual person 
Saying those Words, and not somebody 
reading a page, that's a c raft. 




Even now 
sometimes I 
struggle with 
it. 1 here Will be 
times where I'm 
just not m t 
headspace te 
it, and there 
trii ks that I 
to make myself 
Sound right. 
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f be main Vick—and *his 
Vnk realty Works amH I read 
•* in a book—is +o lower *he 
piVch of your rote*. 



/»> \ 

r When you ge* *fM« and ' 

Are no* performing well, 
rf you listen *o yourfebf, you 
will hear that- you arc talking 
a IrHIe Voo loud And -four 
voice Will be higher because 

\ of *he tension *ha* you're 

carrying. / 


And when I'm reading 
someVhmg and I don'* sound *hc 
Wav • wan* *o sound, I will **op, 
take a breath, and Ideralty, I will 
pitch mv voice lower. And then 
also I'll jus* lower the volume. 



the idea of Speaking in a n a* l*r aI, direct 
Wav didn't originate With you, but you Were 
the one I think +o rcallv make this a venf 
Widely adored Approach on the radio. 





A lo* of Hie wav 1 sound for TPti 4 
AniCA/cmt tife, I trained mvfself to do 
bv doing a weeklv local show on W0E2? 
for five yeart... The H'M A’ccvh. 



In *he earlv days of ffuj A-»tt , A/c*e’H Ti/e, 
I would even s< »ij-* m like, "laugh here." 


I ha* Was a <onSc iouS tin iSion: I'm going to 
be live on +he radio, and I have a goal. I'm 
going to Sound different af*er doing *he show. 


People having trouble learning *o do *his, *hey have 
mv sympathy. I* was a huge project in mv life. 















CW of Hie keyt to ccwmij atrote at a real perto.i on Hie 
radio it feeliny your own cntkutiatm, Aitd not (huHiiitj it off. 


I’m like a detiyn colummtt for 
H»e radio. My tkow it fact-bated, 
but i*'t -Vocally fro** wy point of 
view' and I entourage that. 


•411 ppm 
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Roman Mars, 
WZ htv&tfe 



When pitching me, more traditional 
reportert Will trII me all the reatont 
why they're everted abcu* ah idea, And 
then when they tend wr their ttoriet, all 
that cntkutiatm will be drained a Way. 


ii. •■ ■mil I 

"" hum ■■■•■■I 
iiiih alliiil 
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/'ll I do it interview them 
*o get that bai k in there. 


Cr they fAy tomethmg like, Ch, I really 
hate H»it building. I aim jut* like, ^ay that/ 



C*n my end, I keep the *apr open, And I 
rer erd mytclf tpontaneoutly reacting to the 
thing* they tay, to tha* •* hat that Robert 
And dad yuality, but rt’t only on? person. 



That's a liHIr br* of 
making the listener the 
other pm on m a dialogue. 



/'nd aII the things you toy to yourtrlf when you'ri’ 

Sitting there editing something, the things you repeat, 

♦ lie things that you have fun with—it took me ten years 
to trust myself to do Hiis—I now jutt tAy those things 
oat loud, And put them on Hu: radio. 


iiiuiiiivaiiiMiJiilil 


...I have to break 
in here to tAy that 
♦kit it wfiere a 
normal public radio 
tlioW Would ploy 
♦lie tony "Ho*?! 

( alrforma," but I 
Am you* friend And 
I would never do 
Hi at Vo you. 



HP 



Roman has run several of Hie most successful 
radio Kk kstaitcr i ampaigns ever. He's got a 
rabid /an bate. Tin’ intimacy and honesty of kit 
Approac k playf a big par* in that relationship. 


HfMI|f.sssag l»= 


(A. J 


I'm definitely 
cultivating that. I Hunk 
Hu- tu« cess of Hiit tkow 
it due to, wken I a<k 
people something, they 
feel like it's a favor, 
Something you do for a 
friend. That's Hie Way 
I built tke show. T bat's 
the Way I like it. 



In tome WAyt, »*'s 
more intimate. 






















TAKE A DEEP BREATH 


£dt*my is a**he lifar* of making s*ories. Ihf maker 
muS* Choose *he moiwen** *ha* -Veil *he s*ory dearly 
and *hem ••« *he rujh* order. 


bu* how do you do *ha* wdhoid losing 
*he *cller in *h« process' 



C» If of *h« saddes* e«Tperienr.es I had wn< when I 
had done a ” Thu I Relieve" essay, a lovely cue, and 
I heard i* on MaHUIlp. £r//t(ten., and i* founded 
horrible. I couldn’*- -figure ou* who* had happened. 



An editor had CU* 
*he breach sounds. 
He thought the 
per son paused *00 
long a couple of 
*»u»cs. Or a bunc h 
of times, really. 


And »* really almost 
broke my hear*, b«c ause 
he had taken *he ac *ual 
living breathing human 
cm* of his own Words. 




I mean, giving 
someone abortion 
anymore, i*'s rare 
and precious, 
because we don'*. We 
don'* take *he time. 
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P'flflH Kfcftf, ^clitiiCAl dir*c*oK of fae/Jw/dits, mt*ruc*cd *hr troopf o*t <Iranin^ up heavily edHtd interviews 


Thit if for "predatorf," 
by *lir Way, W»«k h ft wha* 
I call producer/editerf. 


Someone actually taid *liit in 
♦he in*ervi«w ; bu* we're *o*ally 
rearranging wha* 4firv/ fay. 


fay, I*ake a 
UZ-minute 
interview 
««(l make i* 
ftund like it 
Waf really 
a fc-mmu*c 
interview. ( ro 


\t's really 
important to 
recoqnire that wha* 
we're dohu j it takmtj 
on the character 
of the uerfon that't 


tpeak my 


I jut* wan* people to be heard. I w ant 
*o be the facilitator for <je4*huj then 
ftoriet to people who thouM hear them 


you have *o look a* icrret*m*j 
*hete r<h*t at you* to 

help *he narrative alomj. 


Tkit it our contribution, 
wl»H We’re in eilito* mode 
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Kefore (he cam 


to StUnf>, Julia 
••♦♦trued With the 
Kitchen Sisters, 
pioneering f^roduc ers 
of intimate non* 
m arroted stories. 
There, Julia go* to 
Witness the editing 
process up close for 
the -firs* time. 


Vou know, when you change *hc order of 
something because they didn't necessarily 
choose the most powerful Way to Say it' 


Producers labor very hard *o Stay ♦rue to wha* 
interviewees mealt, bu* do so while making a huge 
number of alteration* to wha* they actually 


What's been interesting coming to radio is 
that, over the course of being with the Kitchen 
Sisters, I reali/.ed that they w'ill construct 
sentence* that...Were only partially said. 











KEEP 


ii; 



Story Structure 


. <o 


T«ll me Jowie of *he 
*hn* 

»i«kf haffnwl *o you. 



I fa* down w»*fi htr and afkfd her a million 
yutt*ion( liK«', Whn* «rr fnmr of +fw! futwiei*, 
i ra/itf* Uimtff *ha* havr. «v*r t*Af'pr>i*d *o you' 


And ►» *urncd on* 

Wtr< i>ara\le\t between 
4fi0f< +fn*vji, ivr yo* lucky* 




M 


Oh c of the darken things for 
h«r Was being a flight Attendant 
in the days af+cr 7/11— 


Catherine 1 -ui‘kI a. picture of the range of experiences 
of a f light attendant. 


RK 




an 


I 5aW a 
lot of rcAlfvf 
horrible things 
from the Air. 


\ 
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...lower 
Manhattan 
Smoldering for 
weeks Ami w*eks. 


tfu* then she talked about seeing the northern lights, 
seeing fireworks from Above, aII these beautiful 
things »ha* you Also S€€. 


She had Some really t rn/y Stories. 


tog 




wr 


lit* 
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I In*- bottom o»»e day when I had 
a passenger who had a hfAr* at* a* k 
on mg flight. Wr had the pads of the 
defibrillator on him. 


/'ml a WomAn's pulling on her 4 sleeve, 
And she final!'/ turns Around. 


# And she held 
i*l' her coffee 
i up Anil said, 
"this coffee is fold." 


I 
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...bw* a bum h of Anei dotes Aren'* enough *o make a powerful 
Story. Vow need *he person to undergo a i hange. 


So I SAidJ wha* was *he flj 
change you 
experienced.*’ 


I* WAS going from being 
so enthusiastic, *o Seeing 
how re aII*/ hard it is. 






jt 


Bis* 


that's no* lioW you seem *o feel about 
i* now, you're almost maddeningly 
« flipper when you folk a bow* '/our job. 
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V 


fir 

I 


the pivo* pou** of this story. 
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There's yuy. Mf biH aII 
of her t*cWardlti pc* pee vet. 


Me's yo* hit clolbes 

in n yarbay c bay. 


pu*S i* in *hc overhead bin 


\e pul 
inn th 


thtAt i*- while •*'( (fill empty. 


...nml slood 
"yv *here wdh 
^ bis hand on 
i*, t^uardin^ it. 


iferj 
mm 

r c 

fir 
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w 

Pnsl 
fefc 


I : 


iwfcS 


All *he flu ff you re no* supposed to 
do. And (be if to nmicyal, the Wants 
to bde hit bead off. 


ViA her job it +0 be kind to 
passenyer(. So the (aid... 


I*.? 


Are you travelmy 
for business or 
pleasure...' 


Hj! 


BI 


u 


m\ 


MK 


si 


m 


K 


am. 


m 


W 


fsf.w 

Hi« ) I 

■■ i 


And I* «.d, N« W wr. 

-- I lire in 

Calrferwa, bu* I tame 
to New Vork. because 
my (on was a first 
responder a* Ground 
Zero, and be died 
there. I enme to pitk 
up hit uniform, which 
i$ all I have of him. 
And it's in a bay in 
the overhead bin. 


A 
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And (be bad wanted 
*o bite bi( bead off. 




— murotUllft 


And what the <ny( iC (o beautrful: 


'*W 


[ms 
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My job at a •flight 
attendant it to take 
A caUec&Ve, and 
turn i* t\.ick info a 
group of individuals. 


IUJ ■ 

mm 


i 




r 


r 


>1 


Wbicb I love 


'// i 


The an of the story bet awn this woman't journey from 
fee liny beaten down, to bemy faded, and then findmy 
*ru« meaning in bet job. 


...to there yot* go. There's a 
( lory. She bad no* tbouyM 
of rl in those terms. 


















tfut talcing a hum h of 
uncomiectad anecdotes... 


tvcn if yoi/ve 
got A foe. (4$ 
sentence all 
worked out, 
hoW Ho you get 
from here to 
•there? 


K 


...and forming them into We talked about "writing" tfat/io: All 

a*i a t'i is a very complex l/Aujttatei/(juu.fe, And of i ourse there is plenty 
And difficult fob. of literal Writing of sentence* involved in this stage. 


ffl 


tfut more 
importantly, 
this is where 
producers 
take, their tape 
And seek a 
jtowetuxe, 
puling tape m 
a i ertain order 
and linking »t 
together With 
ideas. 


In Attt/tc: An l/lujfrutted Guide, you called this stage 
where yon dei ide what order to put things in, "the /fen par*. 
Is this really hew you put stories together/ Vou meditate/ 


V 




first of all, almost 

always, i*'s chronologic al. 
If nothing else occurs to 
you, just tell it in order. 


Rigid”/ Hey, that art that 
Catherine put together really 
is basic ally t hronologu al/ 


\ ^ 

v\ 


If you start lining things 
up— this thing happened, then 
this thing, and then this next 
thing—it raises the yueshon of 
what's going to happen next. 


r#: 


And unanswered 
yucstions eyual suspense. 


Narrative suspense is your friend 
as a writer. Vou want to use that 
am irnt power aS one of your 
tools to keep people listening. 













So chronological 
is The de-foulT. 


buT you don'* 
always sTarT S*crieS 
a* The beginning. 


<sfe 


Ol 

t 


i 


Well, scwcT.wcs There's 
chronclogu al, buT you pull 
one se»y anecdote ouT as The 
bad +o puT a* the beginning. 


CV you choose The eery las* Scene aS 
T4»e opening because The las* scene is going 
*o be The SCKy Thing ThaT Will pull you in. 


0a Si< ally, whaT you're Thinking abouT when 
you're Thinking abouT The sTrucTure is: whaT Would 
wake you Wan* To hsTen to the sTory at The 
beginning. The beginning really is like a Trick. 


And Then d's jus* a waHer of TasTe. 
It's iwporTanT To (snow These are The 
Two or ♦href wowenTs ThaT I know I lore. 
Th«€ are aT The hearT of The sTory. 




t 


I Think ThaT when one Talks 
abowT how To wake a STory in any 
wediuw, There are Things ThaT 
cewr down To Technique, which 
iS how To wake a sTrui Ture and 
I tow To focus a sTory... 


1 


m 


% 


s. 


i'.'l 


...bid one of The Things ThaT doesn'T 
geT Talked abouT a |oT is, so wu< h of whaT 
wakes sowrThing good is jwsT your TaiTc. 


W\ 


And noTicing 
whaT your TaS*c 
is. And rtrforf mg 
your TasTe. 




m 


HV 














to ho 5l« CCtfful, 
you IiaW +o haw 
in*€r«*Viug *aS*<. 


( ham e t are, if you're tomcbody Who WanH 
+o make tVoriet, +he re aid i it \>ei ause you low 
t*oviet, ah (I you probably c(c haw in*erct*»n<j *at*e. 



And rf I can’V decide boHvofn beginning A 
And beginning a, or ending A aikI ending V, 
rather Vhan dither abcu* rV, I'll jutV WriVe bo*4» 


So, *a$V*\ Vou pay clot« aV+ cnbon 
+o whaV you really like, nnd pie k 
(our favori** memcnVt. Then wha*' 


A really common *hm«j -for me 
it I'll wn*e a version which hai 
aII my favori*e momcnVt in iV. 


And Vhen I'll read bo*h wetionf Vo 
Somebody. A Vo a bum h of people. 
And <jen«rAlly you «jiV intVanV fecdbntk 
*haV le*t you knew whaV you *hmk. 


Vou don’* have *o Aijrcc w»*h Vhcm. Vou 
jut* wan* Vo *hink ftbouV whaV they tay. 
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BUILDING BLOCKS 



Jof Ki« hman, 
fcufio l?S*A/ed 


Seenrs are the essential building 
blocks erf radio rtnri ti. 


...And about « week lft*er, 
you asked we, could you bo».' 
And my answer was, dell no/ 





" Teen CoMfiidcr*/' about fat the time 
fu*wt-) Clympir borer Oarrcsa Shields 




1 


Po you remember the CXAC+ words that 
you Said.*' Vow said, boring is a man's sport, 
And that made me So... it made me So mftd. 



..Aid you slioulda took 
it that WAy. T lift* WaS a 

< hauvimst statement. 


" 'WVS'-'AW 


...lice lice. 


That a girl i An'*” do it, so 
you know, you Was rigi*. 



"And I been 
a* it ever 
since. I’m still 
proving people 
Wrong." 


tspecially With unscripted 
«*jV f Stones, if you don't have 
tkmgs that fed like, this 
is the beginning of o chapter, 
and then this is the ending of a 
chapter, it's just mush. 


'Truth be known.' I 
(US* think, III' mama, 
you are *W4om€. 



© I'm just always hungry -for 
Something that feds like 
the end of a fentrnc e or 
the beginning of o sentence. 


The more you i an 
have something like. 
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Tf*tf irthiWivr pAr+ of »V it jut* 
kncwtiwj wk«A tape »/om UKe. 
WiiA* it ijood taf >et And 
f»ovv *o m<aK<* •* beHi*" 


In other wordt 


have ijrod taitv 


Z' to* of ft it jut*, we otijant/e 
the *ApC, t*A»+ *oim*i* flown. 
Wi pu* likt Hmujt toother, and 
♦lifn t+A»V ♦<> build ilif-ffri’n*- 
ti (H(f. We mwjM divide On 1 piece 
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A* A4*r TVAntom VVferkthop, Rob Ro$i’»*Vf*al wolkrd l auren Cber 
through how a sketched-out seen c t4ruc*urc would help bcr br-rok 
up a lon<j $*rf*t li of mformo*ion in a Story obou* *lu' mother of 
a kid wi*l> Prader-Willi tyndrome, a «jene*ic disease whose mot* 
obriout symptom it unt.on*rollAbk lumber. 


If you are really luck'f, 
a scene can have its own 

bfmmmin. miildli’. mul nu(. 


tfut »* doesn't alWAyt work 
*fiA* Way. A Scene CAM f*Ar*, 
«<0U know, And »* jut* sort of 
fades away And she Starts 
talking obcu* Stuff and a new 
Scene t*or*t. 



Lauren had flat ed her < haracterS in a bre akfas* 
setting with a piece of tape, bu* mored on tjuic kl«f. 




Vow Won* tome 
brcAkfot*, $cwc 
S+rawbemcs? 




©i 


m your particular ease, I 
kind of wonder if there's any 
"end of brcAk-fat*" tound. 



because we go 
into breAkfot* on 
the 4 bird page, bu* 
we don'* com* cw* of 
breakfast' Is *ha * 
wI»a* you're saying' 


V«aH. ?u* 
I'm < ommij *o 
Ano*ficr f>em*. 


Hi* -first seven pages of 
your Strip* com eS atross aS a 
lit* of *b* food ictuft li* has, 
of wbw h there are a ga/illion. 
lo wIia* I’m Wondering it... 


Ill 

i 



I f she says, "Cfc, that's enough, no m ore food," 
4|ia* townd win becom* a nr a* »ndm<j ( no* At in 
neat-o, bu* a< in tuecinc*. An ending -for the scene. 


1 know *bit it a t*or'/ 
Abou* a kid Wi*fi A 

j*reblrm wi*l» food, so I 
know we will hear a lot 
Abow* food And eating. 


^BSSSSSM 







And you < on tf'reod 4Iia4 ow*, to i4 itn'* like a 
seven-page lit* of stuff, if you brook up scenes 
by having a beginning, a middle, And an ending. 























- 0K, Connor - , ready -for $owf 
breakfast.'" And then she gets out 
the strawberries, and we hear 
casing in the background, then she 
Starts talking abc*«t Hie issue. 




"finish up vvha^'s on 
your plate," or whatever 
vl/ she says, that happens 
m the middle. Some IHHe 
middle thing pops up. Sc that 
break-fast is continuing on. 


Po you need a liHle 
ketchup on your eggs' 


So okay, we Ye done With 
breakfast, the Sound fades 
cut, and now she can just 
talk to us, and We're nowhere. 
Then lunch comes up. Po you 
have lunch with them.-' 


ammwvi 


1 


Veah. I mean, I had lunch 
and Snack- Some of »*'s no* 
that compelling, soundwisc. 


I hat's fine. We're 
moving through the 
food day. I*'s jus* a 
Way to break things up. 


HI e?j 


Po you wan* some 
peanut buffer and 
jelly today.' Veah?' 


ilvWKimH ' 


5/i 


1 


r>i' 


I I till 


■v;o 


SR 


In *his case, the Sc eneS themselves are 
not the point. They serve as a kind of 
punctuation, like paragraphs, for the story. 




bu* i»'s kind of 
just the same... 


f\f soon as She Says, "Po you wan* pranu* 
buffer and jelly'" That says lun* h to me. Vou 
don't need her in m*ervicw tape Saying, "Ariel 
in the middle of the day, we have lunch." 


L‘* 


In between—you are going 
t© like this pun—a bunch ©f 
•nfo is Sandwiched in *here. 




I'l 


m 


5 !?' 




We can do breakfast, we can be nowhere. We 
can do lunch, we can be nowhere, we can be end- 
of- the-day... I'm jus* looking for ways to break 
up *hc tape, tha*'s all. Ariel to make « hapters. 


II 


I 

toRsssagi 


H 
















C»ic of the issues for a show like A'ndw&tb 
•s that the producers may -find themselves 
With o lo* of id(Af +o convey, And very lrt*lc 
chronological Matp to "sandwich" it between. 


£| 

*< i . k 




---.-J .rf.iil_ 

fA .TSSnS^.il wk 


Soren Wheeler 


I f Cere's Any 

Action, information 
and exposition should 
always be embedded 
inside the ai tion. 


a Vour f trst instinct may be *o set things up With 
Some information, then go *o action, maybe 
because chronologically that’s how »t happened. 


6 gu*/ had some 
V^y thought and then 
N<v wen* to the store. 
He bought some milk 
and then... 


.,B*6Sfi 

i 


but what works bet*er is, he's going to the store, 
and he reaches for the milk, i>CC*U<4€ f earlier, he 
had this thought... (hat Way, the listener gets the 
information just when they need it. 



Vou are right here, 
and hopefully tJui.t/c. 


Vc you ever worry that the World will go, 
This is era/y, I'm going to go buy food or 
Something instead. And then it goes down 
to like i\C for this coin instead of 4U0Cf 


I've always believed very very strongly in Scenes; 
if there isn't one, you have to make one. 


We were doing an 
interview about gold. 

And there Was one guy 
who just kef** saying 
the price of gold is 
no* gonna go doWn. 


H 





Well, it's not. I 
tan tell you right 
now, I’m going 
to look at my 
blackberry. 


Rob Rosenthal says that a Scene is a 
setting, an a< tion, and an idea. 


/'nd that's not a Scene, he’s juS* a guy in 
a studio in Connec tic u*. but bee ause he's 
getting ou* his phone, and he's thee king 
it and he's like, *0h, oh, it's up again," now 
Something iS happening, /'nd that's a Scene. 


It's gone up dramat¬ 
ically in the las* few 
minutes, to <156/. 



but sometimes just an action and an idea is enough. 

























Mamma® 

i! i! IlilSHHiNMRu 


The reporters 
arrive a* f A 


they put all their personal 
belongings in Me Iockers. 


I -found Mis old 

manual Mat Me 
military hoci written 
for psychologic al 
operations. It's 
basically a pretty 
great guide to radio. 


"fty-ops" is propaganda, what the /'•mi*/ i* ses to 
c onvince people to behave in Me way they want. 


(ClHf to work, you need *o create a vivid 
in the listener's imagination. this does no* 
arily me An you haM to have ambient sound 


**^\ Caitlin Kenney did a story about how 
’■’bf^cy keep *he federal jobs numbers 
^ZJ «cre*.9x had some body saying... 


the reporters 
have *o pu* aII of 
<h<ir belongings in 
a locker. 


a passive 
saying i* 


That's Much more 
visual. Vou should 
Alwoys switch Mings 
from a descriptive vou 
to an active voic e. It 
jus* creates a scene. 


And i*’s muc h 
easier to follow. Now I 
imagine ac tual people. 



PSYCM0MBGACM 

0»2MAmib6 


i* says this 
about Writing 
Scripts: 

"Power of 
suggestion, the 
mind of each 
listener is a 
vast storehouse 
of scenery, the 
radio writer, 
through Spree h, 
music , and o*he 
sounds, enables 
the listener to 
visuAli/e ea« h 
Scene." 


the scenery people 
c re ate in their heads 
is muc h more vivid 
than anything you 
c ould take a photo of 
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WRITING IN THE SPACE BETWEEN TWO PEOPLE 


facfto/dxb it the mot* 
(rtrcwdy, intentionAlkf— 

I street 4'H/&ft/k‘£>iut££y — 
chaotic stcr^-waking process in 
radio tfcftt | knoW about, other 
than maybe a tingle crazy 
fserson m ah a4*ic somewhere. 



Stories can come together in 
nwdtiple kinds of nays, but it’s 
rutMestl'f collaborative at every 
stage of *lic process. 


The key to the Xae/tbAeO yroctfS it 

tftey call tlie "tfraindump.” Tbit starts in relatively 

informal discussion, at tl*p Writing stage. 


Keally good Writing 
comes oni of inter- 
ac t«on; it does not 
< omr out when you 
go bar k to tit down 
a* -four computer. 



tvery version you’ve heard on the radio tame 
out of one person taking...It't like b\ah blab Mob. 


And then Somebody 
will be like, Stop. 






























The ftramdump 
happens agAIM 
(at id again) on 
tape, as Jad 
and Robert 
a»id maybe the 
story's producer 
Sit t*i 4 tic’ studio. 


The sending par*, we don'* do. It's a lot 
of improvisation. Robert and I are there, 
bantering bask and forth, burning hours of 
tape—Which We then tub into the best bits. 


Vou still have a gap on 
either side of those b»*S. 
So you improvise Some 
more. Purn hours of 
tape. 6e* the best bits. 


H 




Then we do it 
again. And then 
Wc do i* again. 


Then you get the mirro bits, and 
♦hen eventually you get an art that 
iS scripted and that iS planned, but 
it's also got the energy of improv. 




My dad, for my entire life, 
had this thing where if someone 
was whistling, he would turn 
around, and be like, Stop that, 


There's a tiling I realized about /?<xr(Sc/*tb. 
With some exceptions, everything that's said 
on the show is Said t® someone else, literally. 


S8?, 




MSS 


/W the other day, someone 
was whistling, I was like, Stop 
it/ And it just hit me, I was 
like, 0h god, that was him/ 
It's never appeared until now/ 


HI 


w 




Jad and Robert 
are talking to eai h 
other, the reporter 
iS talking to Jad 
and Robert, the 
interviewee is 
obviously talking 
to reporters, or to 
Jad and Robert. 


L ike, where did 
that c rme from/ 








ills; 


Jad, Robert, and Soren "write" their narration in the 
studio by trying out different approai hes, to eai h other. 
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Ikit if 

iVf arc pi«4*in«) 
on *OfC, Tkif it 
makintj Ak « lAor»{ 


Ihe'f'rc wriAiiuf euA 
lot«H, in a room, wrAk 
©Aker people, oh *Ape. 


trafkiHij* nun WriAimj 
are married Ao^eAker. IkaA't 
ivkaA I'm AryiMjj Ao fay. 


HiaA’t WHMtl.fll 


hacking, recording narration (i a., laying down a track) 


Tin* it to karri Ae erpl a in. 
Ikey <*AC writing, bi»A Akey're 
noV wriAinj) all aAonce. /\nH 
Ake'f'rc no* wriAnuj alone. And 
Ake^Ve noA wriAm^ iv»Ak a 
c omj>u*er or a pen an<( paper. 


It Aka* a tjcnebc hakrcd of 
wkifAlimj AkaA I jutA had/ Cr 
HiH I tomekovv learn Aka*/ 


..^eah. you 
tkoulel Ho tA 
like AkaA. 












If you*hmk abou* •*, who* * hey* re doing 
MM) if *he logic a I Com lusion of wha* a certain 
X '- // S+yle of radio production should be. Vou 
Wan* it Vo sound natural. Vou Want to no* have 
*•0 worry about your performance. 


lESESTO 




BTWJJJJEyBp 


I meAn, the disadvantage is that 
when you wan* *© make a change, 
you have *o go in And record your¬ 
self in a Way that will match your 
earlier recording. 


TTci* 


If you Wan* it Vo sound like spoken language, 
well, why even go through *hc step of doing rt 
as Written language ami then having Vo pretend 
m this -fake Way that you're jus* saying iV'f 




h\ 


Why no*- juS* bypass all 
*ha* and Say i* on tape.' 


|e» 


Ml 


IffiQBwii 


And fortunately, both Jad and Kobert are big -fakers and good 
performers and So *h»y tan go bat k •*' and *hey can re-t rea*e 
*he *one of voit e *hey had that day when *hey were feeling 
really funny on a day When they're no* feeling really funny and 
just do a pickup, to restate something more conc isely. 




Put maybe that’s an 
easier *r it k to mas*e> 
for some people. 









K * cit CttM 

*wra*cr5 5 a*/, "Uoi* a 
\^/ mmufe ’f The electrons jut*- 
leave *hi protonsS" or whatever. 


I* gives +he lit+cner 

a moment +0 CA*lh 
up And jutf torf of 
dwell on ♦Ins finny. 


I hit it t*m<). Sou re being fold, (hit it fbe 

impo»+A*W pa rf. Nofice fliit. Remember fhis." 


Why tiynpotf'' 


r\ The hard, hard, hard 
!'v'r filing abouf radio it fhaf 
' if you fake a sfcp fha* 
fhe litfener deetn'f follow...If 
♦ he litfener it faying... 


I*'t a ditatfer, 
i*'t n ♦tain W ret k 


Vet ante fhen fhe bme fhaf if faket fo 5 a*/ 


...meant fha* 
yon can'* 
COMtenfrafc 
on fhe nexf 
fhing fhaf fl»e 
person in flie 
tf ory iS Saying 


And rf you i nn’f con* enfraff on fhe ne*f fhing 
♦he person it taymg, fhen you gef deepri m 
ronlution and you never roh h up. 


WAIT, WHAT? 


Where did the conversation 
idea, that you have ♦wo 
narrafort, feme from.' 


\ haf came from 
fitufoa£*el>. h's a 
grta* conccif for . 
lof of reasons. 


Ale* Plumbery, 

fit*.net Money. 


I*'t nof a coincidence fhaf they do »♦ 
on Mm tftoJLel', because fhcy’rc dealing 
wifh ♦hete really complicated concepts 
and that's when two narrators can 
be really really helpful. 
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© While I WaS at foufo/ab, I did a story 
for Kcman at htyiitl/e. And 
♦here's a moment where I name a person 
that We're heard of, and Roman says... 


$>! 

s. v i 


1 


r 






We'r e rhei king and making Sure everybody Knows 
What's happening, and why things are important. 


ru/ni 


[* 


if 


9 Signposting, right/ 

Signposting is something 
I go* from foufidtai*. 
fatfto&t /* Signposts like a 
all over the place. 


A* firs* I thought it vvaS Kind 
of annoying. I Was like, Vou 
don’t need to flag everything. 


Ml 


DU 


MaULvel 


0ut Him, I would listen to my 
old pieces and he like, 0h no/ 

I don’t know what's going on/ I 
don't know who's talking/ 


^•1 

ft 


2 


i; 


ti 


IIH 

ft I 


JSllW 

•A\ 


r, 


Sometimes you just really 
need to state the obvious. 


( atherme hums says, "In oral 
Storytelling, it’s important to 
really land the key moment* 
of the story." 


Andy Christie, 
ladies and 
gentlemen/ 


wLJRl 


because the people in the 
audiem e hare ha<l a couple 
glasses of Wine, their 
or boyfriend just came in 
and is Setting two tables 
over With his neW girlfriend. 
People are distracted. 


! 


Jlilift! 


m 


/ 


if 


y 




\\V» 


tfiRf 
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There was a slam otK night, somehow I 
got distracted for literally five seconds. 
And I locked up, and had ho idea what 
ng on for the en*n e rest of the story. 


Arhc and I knew where a lot 
of Pad's kind of |ust weird, 
abfrroM presents can«e from 




they came +e us indirectly 
from the the guys who lived ih the 
Single men's rooming house where 
fie moved after fie divorced. Me 
worked ASn Super ♦here. 




Me’d come box k downstairs 
With a pillowcase full of stuff 
that wound up eventually 
under our Christmas tree. 



And I hail no iden what Was 
happening for * he ne»* four minutes 


"So i* turns out tfie old hook from the old apartment 
was an If 63 edition of 6ustave Porr's illustrated 
masterpiece, Panne's ftWne Crmer/p, a first 
impression With plates. M's worth thousands of dollars." 


And I thought, Wow, I have to he a Ware of 
this as a direi for. If you need to know about 
the dead body for the wfiole rest of the 
story, yoi. better make sure that everybody in 
the audie m e realizes tlierr's a dead body. 
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Tfie momenV when ^fir Ufttnen are <#»n» 
al^R in *f'e Middle of ♦fie b*<) UndfCApe of 
\ / information and they've I oft their Way, if 
the moment where you af a ttontteHcr have fatlo 


Signpotttng cam *akf all kind* of form* 


I do ♦l»it a lof, giggling. 

A problem, I don't VVAttf 
*0 do i* ever'/ 4im«, bttt... 


• ■ .At1(l I aIWA*/ 5 WliHk 
fhe'f laughing at m*f jokr« 


br< ausk- tfwgVc good joke* 


High* before 
Something happens, 
dr of' in a little fhrafe 
like, “And that's 
♦hr wumifn* when 
everyt hing changed.. 
or “and that's When 
♦fungi got interesting." 


those phrases am like little arrowf that 
♦*11 4+ic listeners: Vay attention to what’* 
n, bet ausc it's 


about to happe 


prrtant 


Signposts art t iu< :ial. tfut they're one of ♦fir 
fiAfdeS* parts cf the stor\f to writ* without 
♦ fir help of am editor. 


VouVe gone 
through it fo mA*Uf 
♦mu’4, you're never 
gettmg lost in this 
informatlOn.Thlt 
information if like c 
<jtoeve in your brain 

\ So pete dow'4 need 

\ $ ujnpcftf. 


And Sometime* it's af Simple af Saving, CK, 
look, 44115 it going *c ye* a little b»t tricky, but 
just stay with me. It's going to take three step! 
Put i* will be worth it. 


My oWn philosophy on storytelling if that people 
don't want to be ♦old how to feel but they do 
want to be ♦old what ♦o pay Attention to. 


128 













LI f 


I *bink *ba* 

*b< IjOfK I of tcwc 
radio r*por*erf, 

oddly CHOugb, 15 *0 
report- \he AacH of 
fcmc+bing *ba* baf 
happened. 


m 


INS 


(9=- 


TO 


I'm jm^ trying *o faff the person liftemng. 
Tba*'f such a huge park of wha* if driving me. 


fe 




/* 




i in 


aw 




M 


« 


l*'f par* of +h«ir 
A**ioH c/'t&e. .. 


!(1 

,$~^1 

WEb 


_iS 

JMS®. 

,r t 5 s«®s 


l*'f like, Vou would*’* believe 
+hitf And we'r* only onef 
*ba* arc gonna 4-clf you. 


Sean meant *ha* P/aHet MfrJtey it eu* *o tell turpnting 
Tories about f*uff *ha*'f way *o© complicated for mot* 
of ut. Wr*fiow* fignpofting, i* might jut* go orer our beadf. 


Right, if 

you don'* 
tignpof* »*.. 






I 


s 


an 


Tbey c ould jut* fay, “And then tbey 
< olla*crali/(d the deb* obligations." 
then you're like, Oh, CK, that's bow »t 
happened^ All right. Mow I know. 


I'V’ 


S 5 1 


PI 

* 


\\s 


Veu are not like, tha* if monftrouf, 
they did that f They fhouldn'a did that.' 
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Outside the chronology 
cf a Story, no niftier how 
orderly (or not) it may be, 
th ere'6 another possible 
persistent Story element. 


<o?>® 

W" A® 



i:A J kit 


People in the story may have thought* about their 
evperienr cs, they may have learned something or felt 
Something, and they can tell US about it, out loud. 


Reporters may alio have ♦hou^i*$ 
about the thing* t ha* happen in stories, 
sometimes making the leap to connect 
smaller incidents *o some larger concept. 



Reflection* may happen at multiple point* in a story, in larger and *maller way*, perhaps in the 
form of f laming (you might call it translation) by the narrator, or in the form of thoughts that the 
subject- ha*, which often serve to give the listener the stakes of the story. Why is this important*' 



Vou may have a pattern of alternation: incident, reflection, incident, idea, incident, 
larger meaning. Ira prescr ibe* this approai h Way back in A‘*t//Sc: Alt l/.AujLx+ftCf.((tuu/c. 


tfut not everyone •* on hoard With thi* notion. 









I need +o ask you about 
the idea of reflections. 


1 




0€ cause, AS I'vm sure you 
know, Glynn Washington has 
objections *o this whole cone cpt. 


This is the yuestion of taste. Glynn can 
disagree. but *o my taste, it's more interesting 
if Somebody JlAS A thought about the Story, 
and »t helps justify the evidence of the s*cr\. 


Through 'he interview process Ms 

of different things cam emerge, but 
generally, insi«ftd of ending on reflection, 
we want to have *t»em end on action. 


When I’m mapping out my plan for am interview, 

I will mAp out What I think the pM of the story 
is, but I also knew the point* where I really Want 
to know, like, what did they feel/ 


because what they actually do is more 
powerful, important, indicative of then 
mental state than anything they say about it. 


There are moments where it's utterly dear 
how the I harm *ers feel. Sometimes that can 
be expressed through at t»on and what they say 
and how they react to things, but sometimes 
you really have to just Say it. 


Sometimes there 
isn't an at tion. 


Ideally, the person's feelings are 
expressed through action and dialogue. 


Lvery writing teacher will 
say, "Show, don't tell/' 




1 


but you don't always 
have that luxury in 


...•__ 
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It's tricky, bffflutf you don'* Wan* firry story 
+o come across at an after-school if>cc ml. Life 
if no* wrafffd up in a nice nea* bow a* the end. 
So sometimes tfie stones end in a yueStion. 



Things don't have to be neatly resolved, 
but the Audience has to fee I that there's 
a* leas* Some measure of resolution to •*, 
became otherv/ise, why are they listening.' 





( -at her me »t talking about giving the story stakes. 
I* needs to matter, and we need to know why. 


And *o some degree, people tlo need to say 
it out loud. They cam tAy it in a subtle way. 
And I think Saying i* in a subtle Way cam be 
really nice, h cam feel more authentic. 


That process, when 
the listener says, Ungh/ 
Ch I get it, or I don't 
get rt— that it, that’s 
the essence, tliat't 
tlie toul of the ttory. 

I don’t want to ttrew 
that magic gap up. 


&w* 6lynn fecit that the staket need to be 
understood by the listener without interfere™ e. 



Where I -find 

y£) ••• 

\£/ storytelliMu 
it near the end of 
a ttory, when you 
Are trying to figure 
out What the story 


And if I come to you And I tell you that a Story meAiit 
this or a Story meant that, in that final lit*If gap, I 
have robbed you of the ability to make the ttory your 
OWn, to take era* *ly what you think ou» of it. 


And, when you come out of a story and you 
star* reflecting upon •*, it's kind of a wink 
to the audiem e, we're all here together. 
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Vou don'* Ward \o l«* 4 he audit*u e 
be one wdh *he interviewer, vfou Ward 
them *o be cue wdh *ht interviewee. 


\ Vn^l/^VI\yl J % ^ 

^ ^*>Mv‘/ki7/ 4'fci<i ^ 






‘That's -for Sure. 

I could go on and 
OM aboid that. 


>*'5 like, I’m Mr. Educated Public Media Announcer 
6uy, and I Will sd back and interpret your ac4«oh$ 
for you *o the res* of my knowing clan while we 
look a* you as a (^ciwoi for our mdio /oo project. 


I think that in dt Wort* version, 
that's what d is, bid generally 
d’s no* me, or the reporters, who 
are doing 4he analyst. 




Ideally, you Ward the ptrton in the. stor'f to tell you what 
♦heir analytic it. tM't the whole pond cf the project. 


4 isn't somebody 
fcS3 -from the egghead 
c last coming in 
and imposing Some 
stupid idea on somebody 
rise's life. Vou Wanna 
know what think. 


That happens. 

I* happens all over 
public meelia. 


Probably, d happens on us. It's easier 
to do it that Way. 4's harder to get the 
people *o speak aboid their own lives. 
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RULES? THERE ARE NO STINKIN' RULES. 


A* this point We seem *o have gone over most 
of the rules. So it should t*«’ pretty easy to 
)i*st plug things in to make a Story, right' 


I calf the things I 
teach "rules” and 
I believe in them 
whole heartedly, 
but i»l the end, rt's 
really just a theory 
of journalism. 





I'm rtwiiidd of a " Talk of the town" I once read in 
The New YaxkcA with Martin Sc orsese. Me Was asked 
a bout his work in the editing rc on*, whd't it like.'' 


Aiui he answered, | 4 reminds me of painting. 
As a painter, you put one < olor against another 
color, but you never knew what- the feeling Will 
be until you try it. There'{ no intellectual reason 
or concept behind it. It just -fecit be-Her. 



So there's no way to relax when you're doing 
thit stuff. There's no way to relax and Say, 
'At least, here we know.' Vou never know. 



Structure is an 
improvisation, like 
ai ranging flowers 
in a bowl; at 
some point, for no 
apparent reason, one 
arrangement feels 
good. So you stop. 
And you Say, "Pone.” 


Why this particular confujuration of flowers.** I 
dunno. Why not some other order.' I dunno. Why 
did you Stop.' TauSc it felt complete, in balanc e. 


It's utterly dynamic, whit h is why it’s not 
bonny, because if there was only one set of 
rules, all stones would sound the Same. 
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TbAk't wbak's Wrong Wi*b public r«la*iont. 
The tkory mold it exactly identical t&c.h 
\t/ time. Th*< NGC I v‘itt*cd tailed t\: 


m 


"Maria maket korktllat. 


Vou knew, •* making kcr*illat by bertelf, 

bu* the bat trouble ge4*ing kb* corn, amt she 
tan'* •find a market to tell *bem. 


v~r 








0uk kbe *\GC figures out bow *o <je*- corn to Maria 
amt bow to connect Maria Wikb...and kben kbe 
C amrra pulls back-— amt now Maria ncedt to birr 
others, which... 


iirr- 


II 


tbit tkory it told 
Old amt ever anti 
orcr again. 






M 


m 


I MK«n, kbr M.S. government liat narro*ire 
guidelines which tay, "Write your report 
m*bit form/’ amt »* it fundamentally 
Similar ko kbr onr I jutk outlined. 


Vou identify wrkfi kbr timjlr person, understand kbrir needs, 
amt sec bow *be aid it oprra*imj ko bek*er kbrir Iffe... 


...and resonating outward ko kbr village 
amt kfirn making *br wbolr nakion more 
prosperous amt a brt*rr trading partner, 
and nok a breeding ground for terrorism. 



^o, yrt, *bc re arc iul«t for 
Stoiytelling, and *bry a»r used to nun b 
that they're drab and uninteresting. 


fi 


[mini 
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Everyone who doet « 

t*er>f..Ahtr* will olwfuft t>e 
a w(-«<rn> where We think... | 


m 


a 


Iff 


We Will to'/ d out loud. Why did 
We volunteer in 4fie mrehnij to do thit 
Story.' We thought thit wot en ding. 


•anTi 


m 

k 


Vi 


Thot's where 
the edd it 
reolly nice. 


The other people—who were there a* the 
beginning when we were ended obout d, 
before we wen* through the emohonol fieII that 
it gothermg oil the 4 ope ond Then Writing... 


I' 


*1 


1 


K 


They toy, tfut, wo•* o minute, you were 
to ended about tint port, and now d't 
tor* of dropped from the f tory. 


I 1 


H 


A 


4 


X 


We'll be like, Veald That 
Wot ending. they fon 
hold the flame for ut. 






* ; 
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>» 


I 

V 


I 


We thculd do *ha* for *h t <*orie< 
we arc wrdmy riyh* now. We're in 
♦ he momen*. We Ye in *he darkness. 




m 


"T >»« druy t*ory, I 
«*»lf like *ha* <*o ry. 


Thtff 

he route you’re 
no* wn*my i+. 


4 tk 


mnfmi 


In *he middle of a huge 

projcc*, I ye* lot* in a m ora it of 
i*ieff, and ♦hen I have *0 fiyure 
t* ow* ayam, {cel like I own i*. 


N 


> 


-<A 


In (i>f mon*ht you’ll hr like, 
Who* *hr hell Wat I *hinkiny, 
all *hrte ihowt and all *hit... 


¥1 


SFk$£ wJrkb 

j La 


m 


Vow Wan* *0 wrde ow* a pot*rord 
rich* now *ho* lean tend you *hen 
*ha* tayt, I really am cv< i*ed ahou* 
♦hit t*ory. / 1 o your fw*urc telf. 


u 


•L 


<? 
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•Uf J 

J 


Any creative work is 

bard, be< Au(f you have 
*o ye* comple*ely into it. 


That's the joy ami 
paw of the work. 


Hi 




And you have +o go doWn a 
lo* of those dead end roads... 


The experience 
*ba* you (jAiti over 
*»Mif may Allow you 
*o no* follow those 

rnaAc AII *he ivay 

*0 +beir dead end. 

Vou Say, I know 
What’s down there. 


ill I 


wA 




i 


m 


t>: IlikHP 


there's a great peace in this Work, It'c *he one time in 
my life I have *o shut everything else off, because you can 
only e*ist in *be flow of your story. If you don't, you Will 
mice something, you're no* going to be far enough into »*. 


W J* 


0 ut l*'s $4»|| 

jus* enervating: 
"I ( an'*, I can'*... 
I |us* don'* know 
bow *o do this 
Well, I can'* 
make i* at good 
as I should..." 


I *hmk *bn*'s wby a lo* 
of people pus* Stop making 
( ri'ative Work. I*'< too bard. 


M 


Hi 


l*'s too bard *o keep 
yout mind So fully focused. 
And *ben you bare *o 
bloc k out life a little b»*, 
and *b« people you love. 


I*'s bard, hating kids, 
needing money, all *bosc 
things. time changes for you. 


Ill 


I 


ml 


X 


Vou (an do pre**y good Work W»*bou* going 
*l»a* far. flu* *o ye* *ba* deep, *o ye* as deep 
as you need *o ye* *o make i* transcendent, 
*o be biand-new for you or m *be culture... 
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£o*ut tubjet*t may drag you i*i deeper *han o*hert 


../the t*a*ion 
won OMtr rnkMf *o 
VM« And he taid, 
Hey, do you 
Wan* *o do an 
hour on Wagner*t 
King Cycler 


Vou (jo*- imagery, you go* music, 
you go* mythology, you go* 
psychology, »* Mat supposed *o be 
♦ he Work of ar* *ha* e*ided ar*. 


I could'i/e found *hit ot4* 1*1 * hirty ter o»idt, 
bu* I did*/*, and to I *hougli* +o myself... 


5*-forward a couple months, I had micsed 
four deadlines, I'm on +he verge of ge+*ing 
fired, and I haven'* slep* for four dayt. 


I had *he pretture of ideat *ha* I jut* couldn't reach, I 
had *he pretture of being a newbie and talking *o peop 
who were very sophistic a*ed. And I had *h< pretture of 
deadlmet *ha* were 


Spla*/" Iff*, rigM, and ren*er. 


And We a* A^u/i'c/ab have 
given this t*a*e a name, 
because ** happent yui*e of*cn 


We call H "the 
German fores*.' 


















































fcfu* dnce I aw always outlining, m ore cowm'om 
for me 15 that I'll have a Structure, but 
then...having to slog through And execute the 
Structure...that's the iob of waking Something 


Po you «+*ll experience wo wonts 
when you worry, How ami I going 
4 -o put 4 *h«S thing together' CV do 
yc-u eventually figure it out.' 


I definitely 
have had 
stories where I 
get lost and it's 
unclear how to 
♦ell the Story. 


rind *tiat were or+en *»ian mo*, i aw mo* 
los* in the 6c»m*am forest. It's wore like, 
I'm a soldier in am army that’s crossing 
♦he won m*aim( by ^oot in the snow. 


/W also, I aw i arrying a pouch full 
f poppy, and »t would he so wuch wore 
enjoyable to be lying down and taking 
that, rather than slogging wy Way 
through Asia on wy trek of ccnyuest. 


Vou w<a»i, it Would he easier to (lack 
off and not bother to wake it good. 























A* some poin* you h are 
*o t*op talking abou* 
being a puirtitr, Vow have 
*o ifilSA*/ pain* *he 
CAHVftf. Tha* for me it 
where procmt*ina*ion > 
ion really sc* in. 


I *hink *ha*, along Wi*h 
everything *ha*'t grea* 
abou* creative work, there 
it a tedium *o certain 
par+S of *he execution. 


I understand tha* 

inking, -for example, is no* 
a totally en)oyable part of 
the e arteoning process. 


Well, i* (an be 
tedious, but a* leas* 
•*'s knowable. 


And 4hi’ only *hmg you i an 
do in *ha+ Si*ua*ion is, you 
just have *o S*ar* Su* rounding 
yourself With the ttory... 


because I know wha* 
rt’$ gonna be like. 


Vou hare *o ge* off your 
act and jus* S*nr* *hinking 
abou* i* all *he time. 


...and gening i* inside 
your head, so you t*ar* *o 
see 4he problems, and tee 
*he pa*hs *hrough, and tee 
wha* you wanna keep and 
see wha* you Wanna kill. 







Choices, SO wi/inv chotCti. 



lie -kart he'll faII, but he also -feels 
a terrifying urge to jump. (his causes 
him anguish, stemming from (he 
fart that he realizes he has absolute 
freedom t© lump or not to lump. 


Kierkegaard talked 
a\toiA »t this way: A man 
Stands on (lie edge of a 
cliff and locks down. 


•>o tnr man reels 
exhilaration but also 
an intense dread, What 
Kierkegaard called "(he 
dizziness of freedom 


Almost everything we 
do is self-genera(ed. 


That's right, there's 
no edi(or assigning 
you anything. 


I here's a tremendous amount 
of autonomy, f^ndthat, for 
me, is me redibly valuable. 


Autonomy is also how you 
yourself into the German 


It can be hard, you know. When I feel like I'm not 
doing great stuff, I'm like, if only I were more clever, If 
only I were a beKer person...I can only blame myself. 




rr 













No one Would gi vt up *ha* autonomy. tha* *tmblc anti joyful freedom. 14 Is tmn<formative 


Vil^ 

tgj here's *he 
cruoal pom*/ 
When I heard 
♦he Wagner 
♦fling on Hit 
radio la*er, I 
Was like... 


...inside *ha* -flu*, ♦here 
if a center. V 
Millions of mi 


I here's a real correlahon 
between *>me spen* m ♦he 
fifrmnn fores* and *heSC 
moments of emergent e. 


make up *he I 
organism ... 


And *o \/e clear, *he 
German fores* changes. 


Tha* sense of, *he Work is 
|US* *00 l»ig *o pu* my head 
around +ImS, how am I gonna 
do *hi{, *ha* never changes. 


t*u* wha* does c hange is 
♦ha* *hf *erroi ge*s leframi'd 
•for you, b« Ause now, you're 
made i* cu* a frw *imes. 


Vou dan see over *4ie *ree*ops, 
r*nd in*o *he fu*urc, *o where, 
♦here you are, you're S*ill 
♦here, you’re s*«ll alive. 


So you begin *o reiogni/e *he derman 
fores* for wha* »* is. I*'s actually a 
♦ool. I*’s *he plai e you have *o go *o 
hear *he n<K* version of yourself. 
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THE DEEP SEA: 












The found sounds the 
Way i* doff be< fluM 
we spend sc nwcf» 
time o»i the story. 




Mm 


|V\V 




/*nd to, you need 
*o begin +o 4-fiinK 
musically very early.. 


S 


V\\ 








^Sf 


\iiu 


Vow ask questions about where the story 
turns, and hew t o underline thetc turns, 
and inevitably that*S a mutu al decision. 


Iff 


© Producers who use sound intensively So strut *u« 
SCCntf, to evoke unspoken levels of the story, and 
So punctuate action, they are thinking tound frcwi the 
moment they hear that -first bit of interview tape. 


W4 , >UU'%« 


(w w n mi i 


Who are the 
characters/ 




S -1 


- 3 ? ' 

* /-.r . 




\ 




'Mm 


Who.* are theft 
ha»at Sets going through.' 


I- 


— - ?' 


Inevitably, the music 
needs So tome how 
emanate -from intide 
these characters. 






^>w\v\\m 




iUu»’ 






9li 


And if there are two chowt that epitomize 
Ways of intensively using tound to tell stones, 
they are Xiand Ytt.tfs Ju/ffme*/. 


UuS JudylHC-Hf 
does not i laim to be newt 
(jut* listen to the goofy 
NPK disclaimers Glynn 
invents at the end of 
every episode for proof). 


traditionally, Sound 
used in radio journalism 
it limited to jut* wha* the 
reporter records him or 
herself at the scene or while 
doing research. They call 
♦hit ambient e. or "ambi.” 
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fa* Mesi*t-Milfer, *he redden* sound ijuru a* 
walked me *4w-ot«jh how he uses sound 
*o *ell a s+ory using "Nigh* a* +hc Rock (far," 
which he produced Wt*h Mark Ris*ich. 


•v 





Thf S+Or'f it Abow* A »fCUng MAf HAIUcd (hami 
who's hanging ou* A* a bar in Jerusalem 
when i+ cottiff under A**a<k b*f gunmen. fa* 
M* *h< SlOHC Wl*h A C«*»f SOUndSCApC. 


Here I have a recording of 
a crowd in dow'n*own Israel. 


II 8fe 



m 


^OUndtHAp If 

another one wi 
44 t« A lo*. 


Wit » 5 1 1* I • I J«W« ?* » 4-»-- 


Po *he people who 
rec ora *he fluff 
get cecdt*ed. / 


No, *he»f'll pot* *he sound wi+h a CwA*iw CowwotK 
license. ttetause we don'* wan* *o attribute a found in *he 
radio show. " llm* pir< *• Wat produi ed by Mark Rit*n h and 
fa* MeSr*i-Miller. Wi*h a car horn from Stinky 



!< 


for five shekels f..J for four 
shekels... ffresh Wa+ermelou ]!** 





not know that thi* is what fhey'rv saying 






Mi 


I don'* know wlm* *he*f're Saying in *his 
*Ape. I hope i*'t no* scmr*hing S*upid. 




















Mark Wis*i< h a* S^utp Ju/fywteii/. 


|«2EJ 


Were you ever like, 
’’Sound e ffccH"'! 


Glynn had an idf a 
of f»ow he wanted *f»c 
show *-0 Sound: 


flU: 




Bs»v 


is&S 


■mj 






Atusic • Sound e-ffeeb* 


imesavan 


tveryonf Sayf dm'* do *biS, don'* pu* in 
somjs bfiab flaw bbe w'ords *-o wfiab people 
juS* Said, i*'s tern'f, »*'s c In he, don'* do i*. 


Ifil 


■fe* 

ftas 


#u* tb's nil nbou* 
Iwf' you do i*. 




W|i v 


Al»v * 


Woman Mart Was one of *f»e firs* f»(*odutcrt 
n* iiu>p. tfobb and fotviu'bfe 

are produced in Oakland, California. 




I go in *f»ere 
Of CnSionalfy, and 
*liere are bWelve 
people, ZZ-year-olds, 
drffertt^ backgrounds, 
PJs, S*or'/*ellfrS, i*'s a 
grra*’ vibe. 




nan 


(*• needs bo be in Oakland, 
i* needs *o be Scpnra*c from 
*l»e publu rndio World. 


SSKfflH 


they geb *o evolve 
on bf»e ir own and nob 
reac* *o... anything. 


\mh 


m)um 
mr 


v. 


mm 


/, 


inr 


w 


Mo one bold *liem, “Pon'b 
use musk w»*fi a bc«*." Or 
a* leas*, bhe*J didn'* liS*en. 


v\ 


UCtt> 













Va* jhoM/ol we how he layerf fcood cffet+f and 
miiKh *d < reA*e on fwotiotiAl ♦©*»€. 


Mr yoes *r 4he doorway *e < heck M ou*. 

VVh ere moment aifo iV wnt Ml»^ wMh people, 
4 here wa( obtoluUl'f nobody *here, d looked like 
a I) hot* »ow«, There were ‘nWn Wned...” 


So here'* m'f Wind, 
*hn*'i 4he iCoUMion i ur 


Mr heart wha* foundf like a celebro*icn 
1*1 4he f\reeSf. "CiA cf 4he blue I heard— »* 
founded like firee rac kerf." Me *joef 4c *he d 


siiniim 


couple people 4here 
(jrew up w'dh a»u( lore 
radio. CH-herf have no 
•n*e ref4 in or knowledge 
of public radio. 


TNaV« *hr tonic cue. 
Wind, wood /loot freaks 


Vou're ufiny *hr found 
4o fay, "VeuVe Alo»ie." 


Vou're Alone, A*id M needf 4o 
be ft ary, because feme ftar'i 


thiJf if obou*" 4o happen 
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tmtoptaptaptap P/IN l PANT PAWP/\NNNNNNNHnnnn 



U»a* WAi a coo I c-f fire:* om 
+b* I Wanted d- +o 

be "ic Ared" itiotutrt. 


That long revert? 
•S fart of the... 



Rir* of the effect that I added to it, 
to be like a fro/ft i n« ment »»i *tw«f. 



r/r/v/v/K/v/v/v/vv*—-- 


^OUM(l CAM AH «*W©HoMaI b©MC. I* (AM 

alto iiMcj'I'f ereate Aecrm for ewo+ioM to b»* ycu. 


W»*b mtlio 'foe* 
Hav* a ft! ultnr 

problem. If 

fo MH-bod'f ftOfS 
*Alk(M(j, you cam'* 
Jl<5+ (JO *0 illcMC c 
for Very long. 


^m<{ <0 if you juft want +o faute, you ixftl 
tOM4f*biM(j there. Often +hc mam +bi»uj *b«* tuufk 
fi doing i{ jus* holding the tfai e, anil letting 4 be 
w«o*M«nb live for another three or four tcrondi. 


W/bic b i(o«m> 
icon. like d would 
Ha vc +I»a* mu.< b 

of AM (’mobrMAl 
im fact, bi** +u» m{ 
cut at ♦uaII'j to mean 
aII +be different t 
im 4br world. 


Often *bc Kind of vuuiic *f>A* weVe uiing om 
rhaf Aett&uc*** Lifx‘ hat forward motion and a 
melody, bu< docfM** Iiavc a ttreng feeling to it. 




If it hat a feeling at 
all, +be feeling it jui* a 
btg Sort of yearnmtft. 
We tend to need a lo+ 
of twuiit 4ba+ has a 
vague tort of free 
flOA*lMlj 'fCA»MIM(J. 














I laterally felt « bullr 
by my ear, and khttt 


Heavy drums, 
plus cymbals... 


action- movie 
Soundtrack. 


I hi* OMC W oS 
fun. It like 

ah o«*iP»i mpwr 


And everybody Wat 
CK with im( making 
at i at tion movie, 
fcor that one. 




"When he looked me in the eye, I knew that I was the target. And 
he pointed Hie gun a*- me. And I w'aS like, Ch my god, So I just Spun 
arot*nd. And aS I Spun around, bullets started flying all around me. 


tome nairt 


i Maim runt from *ne gunman up 
behind a building and f inds oilier people 
hiding there, one of whom had been shot 


He stops A he bleeding, 
right.' And now something 
new it going to happen. 


















tCCHf 

change if a 
muticAl change 


Unlike 7/jJy /’fMC'T/C+1 'ft C-tfe, SfUtf 401**1(4*«« k4 
"wall *o Wall": *hey u4e found e(ten*ialfy <on*m- 
uoutly, 4o *hey uhIh a*f 4c fm' c hanejet diffrrcn*ly. 


Thit *4 A drum *rac k 
*I»a* I doubled up And did 
aII *hit weird 4+u-ff *o. 


“...And they're telling me, Where Are you (join.j, 
why Are you dcin^ tha*' Vou're crazy. And I 
pulled mytelf over *he gu**er And on*o *he roof.' 


When **>e ride 4*nr+t, whir h it *he build-up to the 
ra^ic memo** in the 4*cry, I 4ay temething like, “And 
the ride WA4 off," And then *he drumbeat in "‘How 
Kide" 4+ArH. 40 you feel like the ride if 4tar*niq. 


Julio PeWit*, ytt&p'f intern, jumped in fee*- 
fir4* to learn how *o 4coro on "Rocky, ” Abou* 
*he rjuy who worked a* a c arnical un*»l he 
Wa4 invoiced m a terrible ar cident. 


Ihat’t AnMhrr *himj 
I had *-o ficjure out thit 
Weekend, hew you moke 
a tr ene W»*h 4ound. 


Who* happent ner* it*ha* *hree 
cjirlt Are thrown from *he ride. 


thi4 Ambien* tad mu4u pitk4 
i* up, fo it't no* too jArnecj... 


And then I fade that ou*, add 4ome recerb on i* f 
to i* tounrlt like you're loekincj a* *he i«nm«l from 
afar, and *hen he narrate t who* happent nee*. 
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That wat a very hard Scene to score, 
because I had to listen to it over and 
over again. /\m<I fed that moment. 


So what he says 
isn't toe> jarringi 


So that 4m girl eft}* 
•Sn't too jarring 


If I felt that womcH*, it meant I Was Scoring it right, 
but I had to feel that moment over and over again. 


This is a really brief moment in a longer 
story. It only lasts about ZC seconds, but 
n these ZC seconds, •* •$ totally profound, 
it's the story of a consciousness being 
born. Or being reborn, really. 


Music and sound are powerful 
emotional tools. They put you 
inside the point of view of a 
charac *er as strongly as any 
narrative one could write. 


Jad dbumrad 
Walked me through 
a short clip from 
a A story 
c alled - 0ut of Pody 
Koger," to show me 
how the sound told 
*be S*ory, part of 
Whir h was about 
how test pilots in 
a centrifuge would 
pass out from 
6-fort e S, and 
how they Would 
come back to 
c o*i sc. tousness. 


fWI so, what I wanted to do is 
make each of the steps 
fe«l really discrete and visual. 
It's just a matter of storytelling. 




L 

wanted to create the Sound of a void. Put it's not an entirely pleasant 
void. This is an adult who has some Weird shred of awareness, like, This 
isn't right. Put it's c aim and womb like, and that's the starting point. 
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One of my favorde momcn*S happens righ* her e. Tha*'s the firs* momen* 
where he actually physically engages the spa< e, and the found shifts And 
you *hen hear *his energy rushing in from a distan ce, coming *oWards him 


I wanted i* *o fed like *ha* energy in +he 
distant* coming towards him if the ftory of who 
he is. And t*'s rushing *c Wards him and coming 
back. I Wanted *o crea+e *ha* feeling sonitally. 


Ami lis*ening back, I <an hear wha* I Waf *hmkmg 
In 4-he previous par* of *hr s*ory we had been 
talking abou* blood rushing from *he brain down 
to *he abdomen and back up. And So W* already 
had *his 


image m our btums of blood rushing 


And you hear *his whoosh of energy and i» lands. And So now *hr found 
n dense. Vou hear *he beeps, you hear all the computer sounds, you hear 
a kind of a roar from *he speed a* which he is moving, It's all *here. 


And a* *ha* momen*, I 
realized, *loly mat kerel, 
I’m a pilo* m an airplane. 
I'm no* flying i*. 









And now mot* of *he tTor'/ it apparent *c him, 
I'm a pilot. I’m in a plane. I'vt yot to fly thit 
thiny. Put he ttill Aottn'k have the latt piece cf 
♦hr ftory, which it, who he it. Hit name. 




3 a oi@ 

o oo o 
0 O o o 


Finally he ijiaht the eontrclt, and bocm. "I'm 
Tim Set*ah.* And at that final punctuational 
moment, you take all the found a Way. 





77T77 


I'm Tim ^eftak. I'm lim Srttak, I'm 
a pilot, I'm flymy in a i ent* duye. M all 
i ame Uu k to me a* one c and I Wat CK 



( rmmander £ettak, Poe toi 
VVhmnery. Mow you freliny' 













































WbA*'f i ool aU>u* bfimj Able So compose Simple ♦biiujf like 
it +b«+ I could 9 © ♦brough ItrafU mu(ir for a Iomij *m«r 
So find a aI fhmse Sha* will work for IZ ftccrtdi 


fAWf 

energy 


. a* *be Kock bar, ( haim if now up on She roo 
ge+f a \'iew of She feme. He feet +w© gunmen 
a c iv'ili am fboobng down -frovu a t'AlcOM'y. 


...if fhccS imij 
bAf k down a*- 
'be ijutm^AM. AnC 
Shere, tending 
• M ♦be *UH Idle of 


ScmeSimef fourciny etifhng muiic if |uf* Soo 
♦iHiC-lOMfKMilMcj. 


I ike Ja<(, Va\ if a nmfn *am, f© be jufS fill* in 


fmwtelf 


And +bcn, I Muike fure *Iia* 
♦be Muific aI phrase ends... 


"American 4-ourifV." I wanS 
*o niAkc sure Hm+'f tie at. 


..Where ♦bere'f am 
m«|»or*AM* *biMij. 

A new < fiAt'Ac *rr. 


And *be*e, f*AM<{inij im *bc 
Muddle of she pla/a, if cm 

t on f of id, American SounfS 
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So »t kind of irn.uk like army year' 
When you f>u* them all together. I* coundc 
like am army guy running arfu.ul, maybe.' 


This is the came kind of magic that frley artictc work 
on tke moviec w* love, 4 cou.uk more real than real. 


why labor over Sound efftctc< tCj»e< .ally «f conventional 
wisdom ic that they're cheesy or somehow...< heating.' 


I jus* worked a.i hour to ye* 
the crack of free/my j'ipes in the 
Winter. Hie perfect amount of 
reverb, with the right amount of 
crunch, for half of a sentence. 


Making 

cou.ul 
effects »c 
fun. 


Put that l.hle thmy there draws 


Someone was yet*iny tortured in China for their ATM PIN 
number. So We're looking for something that'c burning his 
ckm, Co I'm yoiny around the off•< c Caymy, what about thiC 


everyone tc 


like, MuwuW 6a hd// 
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Puritia *hf who If 
•fi*)!*, 


fiod rtik etrttyboti'i'f Jowl who 
ctfd from *hi{ hornblf aIW< a*iom 
W h«r€, 4 h« ««a< hitir ijum.' 


»ji»nmnn 


In "NigM- a* +he Rock (far," +fif. ijummuui m 
♦he f'la/.A WaJ jho* multiple timef, W J*»ll 
mAMAgfd to tots A -frw «jrf*mrlft. 


£K, this .S fun, 
grcuAdf 5, he's throwing 
<jrf*iAdc<, ri^ht? 


I hare hit** Starting 
over here... 


The WA*f that the -fight WaS happomuj WAS, the 
gunman WAS coming -from the right Speaker, 
And then the military WaS coming froni *lie left. 
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There' f this separation, that The ijummuix 
if in this fide of my head, the military if 
in this fide of my head, and There't this 
constant er< hanqe qoinq riqht and_left 


So may he i* helps peepIc to 
Subliminal!'/ understand the Story.' 
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Sound and Htutk do a lot more than just clarify 
who It standing where, hoWerer. Sound tan be a 
do Wsmg rod for bidden meanings. 


Sometimes when I'm (coring a story, I've kind of 
mapped it cu* in my head. Oh, here we need this 
kind of mood, and over here that kind of mood. 


m 


ill 


k 




ill-S 


m\ 


And I pu* in the piece of musk tha* I don'* 
*hink Should Work, and then i* works. 


•>K. : 


•JQ 


I didn'* know *ha* *ha* feeling, or *hote ideas, 
or *hose unspoken thoughts, were in *ha* *ape. 
I didn'* know *ha* *ha* was in there. 


I lore the idea of wha* 
music Can do. I* t an make the 
characters so big and so epic. I* 
can give the story sut h sweep. 


II 






And d can make things tender, 
and fragile, and heatt breaking. 
Powerful, visceral. 




V- c 


ds5l 


Mo/ It's like Spider man 
taught us, Wrth great power 
comes great responsibility. 


h 


M 


I do /eel like people Wa»*t to be told what's 
important. And musk i an do that really Well. 


Tliey don't necessarily want to be told how to 
feel all the time. And so, I’m really careful with 
the s< ormg, much more so than I used to be. About 
using the music to injet t emotion into the story. 
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oo 



And Vhe music 
Will juice Vhe sVory 
like sVercids. IV Witt 
make »V sVronger. 
buV *v will probably 

fie s+roy Vhe orgamsm 
along Vhe Way. 


/ i 


hilm does Vhis rcnsVanVly. / ike, Vha* 
low sVring Will creep in, in Vhe middle of 
a perfectly ordinary, mundane’ scene... 


I 


WhaV abouV when Vhe Words Veil Vhe sVory 
and Vhe music Veils another leeel of Vhe sVory' 






s. 




^2 






ViS'Si 




v > a 


When you aS a produc er puV in a pieci 
of music, »V's ahead of Vhe aoVion. 


...and you're like, Oh man, 
whaV's going on.' WhaV's going 
on' Is someVhmg abouV Vo 
happen.' Wha* does Vhe music 
know VhaV I don'V know.' 








I* knows VhingS. 


And ** iS operaVmg on 
behalf of Vhe all knowing, 
ommpoVenV auVhor. 


I fed like Vhe music has Vhis awareness of Vhe 
sVory and Vhe ai V»on *haV is So far outside whaV 
Vhe charai Vers in *he sVory could be aware of. 








.'CXVl 






the t harac Vers arc in Vh<s« *my lihlc paper boa»S, on Vhe sea, bobbing up and down. 


e paper 

\ here's So mui h happening under Vhe depVhs, and VhaV's Where only Vhe musif t an go. 
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YOUR BABY'S UGLY: 


The Edit 




S'lH»\\mn 


Ai a -frcclAHC v rtc 


uttd *o in *o am ah*or in PC who 

would 4nur n«‘, «n<i Aik tome <{uei4ion 
n Humbrr or fowishing, And (ay, "f inf." 


I remember 
4 hr rdd of my 
Cirt+ t+or'f for 
P&vtic/ Mtrtit'p 


li »+ roallvf 4hr 
CcMtr fnt In4««jri4'f 
or 4hr Cfn4rr of 
ln4cgrWv/. / 
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Cbana Joffc-Wal* ac+ually did +f»e very firs* 


P/t*.Hei Mcltey. s*ory as a {rtflaw or wink she 
vv«s s*«ll living in ScAt*lc. She called in -for an edi* 


Sc, firs* cf all, *herc Were a 
+cn cf pcepic on t+ie phone. 


Everybody lef* by the end, 
And .* was jus* me And Ale* 


And I rfMfwUr sifting there the wliolr time and 
thinking, So, this is bad, right' tins Was three hour*. 
I* i ah’* lir jood. It's a seven mmmu*t Story, and we're 


Spending -forever on r* 


And then we go* *o the end of *lie 
story And everybody said, l*'s really 
good, and I was like, OK, great.' And I 
thought*, this'll be over in ten minutes. 


irss 


K1 
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BACK AT THE SNAP... 




Vt* le*'s back a 
minito. WhoVt ah \d*"' 


P 

i 






ir v 


mvk 


m 


mi 


m 


A* Jtuy? Jtofy'/MCiU on Wednesday, *fier« was a •firs+-dr«f+ 
td* Tor Stories *I»a4 would <jo on Hieir *L otuing to Auu'rii a" show. 


fcsJ! 


Wc to. Iked abot»4 "editoiij" m titxdec: 
All WtofOutU'c/ Guu/c. Ed*4intj is *f>< 
I tom I (uftouj of to^c to shorten and 
S^AfC ffuotos And sound for a Story. 


An "edit" is A»io*l»cr *f»iu« entirely. It's when a 

r educer plays (or rea ds) a draft of a Story out loud 
a yroup of colleagues, And t4»ey verbally rritiyur 


m 


i 


I 


i 


sv* 


\wi 


We don't rail the*, "edit 
meetings" at 7fuA A-mcJU'c+elt 
Life, we jus* rail them edits. 




c 


I knoiv it's confusing, but trust mo, 
editing And edits Arc very different things. 


!.fl 


I had been going 
Around calling them 
"edit meetings" to keep 
them straight, And l»n 
gently corrected me. 


Vy the Way, I just 
signposted that for 
you. you're toll owe. 


mi 


m 


w 


Wi 


A* a lot of places they call them 
edits. A* NPK they < aII them cdto, 
like, Vhat time is ’four edit'" 


m 




















S-tuep dors ediTs as if 
♦es*mij a high perfor- 
moni f rtu e i nr engine. 
In +heir drive *o perfec + 
Their work and Wi<ir 
need *■o produce auickly, 
They puT Themselves 
Through a gaunHeT of 
•fire cdi*s in The Three 
weeks I followed Them. 


ihit paste wcae 
of The cdiT is 
COM4WOM +0 many 

of These shows. 


Will Urbina 


Julia PeWrT* 


Washin^VM 


RaT MestTi-Miller 


ntiA Succman 


l»i early sTagcS, 4here are only maybe Two liS*enerS. buT in mos* 
of The mceTingS, They had Their entire sTaff of nine, including 
*hor webmaS*cr and inTero, in The room, acTively parTu ipaTing 


They even asked 
me for my Take. 


The firs* Time I Sa* in on an edtT aT 
Stt.tp Juf/ytHdtt, d was over *»kypr, 
in The library of The s< hool where I was 
T«a< himi, mrnThs brfon I risked The show 
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the t*ory, I like a lo* of i*, Aphonic 
I'm MOV, \)VYY. I'm MO* e*»*f»-*AiMf<( At 
much At I usually aw by '(our s*uff. 


I Wam* *o tny, yet*erday, *hit t*ory Wa< a biy 
chunk of t*one, +orlay r* lookt like a tculture 
tfu*, I do *hink +here'f a -few more *himjt *hA*. 


Ku* by *hc following MondAy, *he ((row! edr* cm *hr "Coming 


So /'mu i m n" thow, rvcryetw Wrtt ready *o dire m*o details 


The scoring, c tf»e< lAlly a* *hc end, it tiy»er rough. 
And ♦hen, *he beginning, my firs* MArrA*ion it going 
S-o change. >.I’m* yoMMA make iV something left... 


• dunno, whatever 
Anyway, d, this it. 
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Twelve minu*es 


AWCSOMcC 


flayed her piece, tveryon c discussed WAys *o improve *♦. j 



w Tc*aS et. \ttai" by ^Cfhatuf hoo is *be 
s*ory of a mao held hosVft^c in hi* borne by 
secessionist frovu *ho "Republic of T 


Piglet* problem; 
confusion. Ibis is ftn 
actio* s*ory bbftb +eWs a 
series of compter even**, 
W^h no pic*urrs *o 
Anchor *br lit+ener. The 
Sr#»i<j was i onfuSing. 


Vou know+be scene. Miles of yellow 
deter*, *be sun Wcai bed skull of 
some poor ahhuaI. tumbleweed 
blows Across +he screen... 


turns ou», *bis is no* a*i 
tXtxytjtrAtio*. Ibis is renlly 
who* Wes* Ter as looks like 


I'm ftlmos* Surprised whet 
I come m*o An unlikely 
cluster of bouses on a bill 




And *bere's *bis huge sign *I»a* 
SAys, "Wftrnin.j, aII *resi’ACsers 

Are sVrk *ly forbidden. 


Here's my 
*bough** Abou* 
♦ be opening, 
Wbii b I *bink We're 
no* getting 




Tbere Are *wo 
♦hmcjS. CW is, you 
bAVe *biS clftssic scene 
of *be wild Wes*. 
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tfu4- 4be cMtf r 
♦bing it, *hif it 
a Subdivision. 
Kind of. 


If somebody walks up 4o 
4be door I won'4 cmm Say 
bello, I'll ju*4 fhoM 4brm. 


1ba4's Joe Rowe. He's lived here 
for mo re Wmm 4wen4y yrart. 


14 is n Subdivision 

And 4be listener 

should really -feel 
like 4heyVe Joe. 


fhay. Joe if a lo» nit cr 4ban 
he'd like you 4-c believe. 


Lveryone in Wes4 Texas loves tbit mi an/ 
And no Wonder; be greeted me wi*»i low 
fat, fresh-baked blueberry muffins. 


JEI7 DAVIS CO. MOST 

WANTED 

/■“L 11000 CASH REWtffO 

NJ M 8 00 -V $ 2 • 8 4 7~7 


Kirk Me I aren 
Wat a 
secessionist 
wbo believed 
that Texas Wat 
annexed illegally 
♦o the United 
< *4a*et. Me l aren 


a militia 
. a mile 


militia 


l fl»|' 

away from a Subdivision 
And are going around 
WiHi automatic Weapons 
Ibis does »u>4 ^ well 
With people wbo live in 


training tamp a 
Couple of miles 
down 4be road 
from Joe'i liousr 


that, be< ante I 

















IF * 


Rcc urring derails 

WCtf C Ollf USilWJ. 


Me l are n r««>i published monuAls wi*h 
inS+rue*tons o»i ere A*ing homemAde 
bombs And diSAbling < iviliAAS. 


or>, cue more 
Thing ♦here— 
the mentions r 
meuiuaK 


'jk She SAys, 
^31 Remember 
ijtf Hie miamuaI 
Hia* Rick Met Aren 

pu+ ToijcHier +fia A 
shews you hovv 4c 
A^ack peopl tf 


^'-Jv Vow could 

) u5+ * fl V, 

rT-'Wjfr Remember, Hie 
Republic of Te*AS pu* 
*ogeH>er a maniml. 


They had pipe bombs, Hip 
wires, And blow up Things*. 


J be beWer: Hie 
Republic of 
Te*AS <(•<( •*. / rave 
out Ah l Arm. 


...IT seems like Hiere needs To be fewer 
icnflii Ting imAgeS. tfec awse there's going 
To be so mui h i ompleriTy < ommg up. So we 
iio from The wild Wes*. To a subdivision... 


WaiT, hold up, The 
se*up is s+ill confusing 


I Agree HiaT 
♦here's Hus issue 
wi*h +he seTup 
righT now. 


I honestly Think HiaT 
rf you jus* give me a 
shoT a* rcwriTing iT,..l 
know •*'* tomplitAVed 
1 1 an do iT. 
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'*k 


fjramfiiij yy iK 


■shu/s n 


That's fine, *ha*-'t 
JVCaA, yOU CAM d© AflA* 
I jut* A-hink you m«i<jI»* 
benefit from I.AViMy a 
•few comments. 


Mac l arm Said Umt if Anybody messed 
Jm wrth *be Republic of T eras, he would ge* 
his revenge...0ne day, *l»e shertff pulled 
over a Republic of T Mas n«il»*tan«AM. 


Nomet were 

I OnlutlMN. 


A* the 

rfl H 

\Z/ UI.ou.jl4 

Joe was the mam 
character, and then 
Suddenly Mel aren is 
talked about? 


Me Was going to 
take him to (ail cm a 
weapons notation. 


Mac I Aren 
lot* it. Me 
ten* on* 
the order 
to his men 


*>o like, mo* 
Pfl only will Joe 
\ZS shoot you -for 
tres pAtting, he also 
t*A»*ed *ln< Republic 
of 1e*At Ahingf Wat 
I Abe only one who .jo 
Mured up? There Wer 

A lo* of MAMitfC. 


.sene Joe Rowe’t houtc 
amcI *Akc him bettage. 


Grey faulton vvAt Mir 


m«am im (».Arge or *»»e 
MiitvioM. And Ru Iia» d Kcyt wa< hit Iai key. Joe 
s driveway. 


heard ‘hem pull up h 


And I AhougM 
TX'1 we Were talking 
' s —' abouA* Abe same 
guy. I guett I jut* forgo* 
doe’s lat* name. 


^ , 6reg Paulson approached *he bAtk door. 
jA And he tald me, "Surrender, you’re under 
/vl arrest, we've come +o Aake you hottage." 



A 

■> 

m 
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I was on *he itiiidc of *he door, he i vaf on *he 
OiMfide over *hcrc. I hAtl a pS*o| pointed a* him, he 


m anuHMH^ 
+»>«.+ he *,o* 
shot *hrouijh a 
Window or somethin^.' 


hail a rifle pointed a+ me. We had what ‘{Ou tall 
kind of a McncAn stAndeff there for a minute. 


K,,M. 

KM ^f° r < 

%Sr in m'| mind 
• hAve them in a 
Mericflu standoff. 


Me 5Aid, ( A*f down *p>ur wcAprn, 
there's more of us than there Are of 
ion. That Mttt a fact. I could see that 


I always 
4houjk* tha* 
* 3 r a Meric am 

Standoff required 
three people. 


I* « mere 

like a Mcvicam 

I'lediCAmeiW. 


Ma hahahah' 


hack up he shot me 
Me shot three times 











i i/r.vflK 


I* h ur*s/ Ha I»a Iia. 
Hurts. VtA »*'s tfuick 


Then, when 

RJ7 he ge*S she A, 

HIP he's go* *hiS 
shrapnel, gkss aII 
ver everywhere, and 
>cm he’s like, 0h *his 
aim'*- mouui So well. 


^ Vcu need the 
-fact *Iia* he 
' has shrapnel, 
you need the pAr* 
where he's -Veiling you 
whft* the Wound is. 


Shrapnel, gUcs, in my -face and 
ches*. TIia* mAkc blood run everywhere, 
moke you *hink, you're reolly hurt. 


I thought, Pa mu, 
♦flit aim'* Working 
cut very Well, That 
aim'* *he Way i* 
works om tV. The 
hero's getting his 
ass kicked here. 


^ I *hink *he 
^ >U shrapnel, gloss, 
I don'* need *0 
fieor *ho*. /Ml I need 
*e heor is *ho* Wierr's 
blood everywhere. 


Vtfoh. 


This sec ond edi* on the show took almost *l»ee 
hours. While I Was W»*h *hem, S’fUep Was in the 
midst of am enstential struggle over the amount 
of *ime +hey spent om edi*s. 


Think Abou* 1*: Wdh nine prople in *he room, 
tlm*'s nine potential hours of work every hour 
♦hey Spend on *he edi*. thn*'s a huge cost, 


I have mo idcA what 
the Al*erMA*ive is. 

I hey Wam* everybody 
♦ here listening *0 all 
the Stories. 


NuCltAP; 


If we Wanna produce thirty sliows 
n year, We're gonno hove *0 figure out 
how *0 s*reAmline *his, Work smAi*er. 
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mi 


I hired all *ke*e 

H ie, they all have 
ret* voted, and 
I Wan* to hear fret** 
every single person 
because they come a* 
i* fret** a perspective. 




fi'Ki «r 


I like action, and Anna 
doesn't like violence. And to 
ike'll be my violence 


W 


Other people tend to get confuted b‘( details. 
And to they’re going to give you tkat. 


MWiiinimmiai 


Even Will...Will Urbina, 

our wcbn*AS*cr. When we 

hired kim, we asked, Wkat 
kind of books do you read f 
Ue said, I don't read books. 








IWflwSBSS 

//eiiElssSiSaam^j 


0CCAUiC tkat (tuy is 
going to ( own in from tkat 
perspective, *»e doesn't 
like public radio much, So 
rf In' likes Hie ttory, you're 
appealing +o a f.er*ni»i new 
sector of people. 




W'W 


m 


Ike meetings are tougk, they're 
stressful. (tut on the other kand... 








il 


I 


When I describe my job, 
what I love, I always *nlk 
about *h«f meetings. 
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A< the junior 

produc er, to have 
all these tipnou id 
{•eoj-le listen *o What 
I'm doing, »*'{ aii 
incredible privilege, 
it's a kind of creative 
experience you don't 
get a lot of places. 


3 


fcufto: Aft l/£tofbu*/cc( 

Guide in the preface if a 
fork of primer on how this 
kind or radio gets made, 
and I made that hook years 
a90. *»o I though* I kind 
of knew wha* I was .join*} 
*0 fee when I visited kb*ft 
shows +0 fee their proce c*. 


Veah, I like my 
teachers and TAs. 




A; 


ffuk w'hat really 
Surprised me, What I’d 
to me how muted before, 
were these edikf. It's no* 
that I jaw nothing a* all 
hat k then. ffuk We Spent 
all of two panels on this 
stage. We said timely, 
"Jus* play ik (or people. 

6e* their feedback." 


And 1 »'s just way Way more important, 
and more demanding, than that. 


It's mu 1 h more time consuming 
than even being in the field. 


T 


js¥? 


£ 


that's why the show iS 0 K. 
That's why it's good. 


We'll do edit after edi* offer edit after edit a fker 
edit. We’ll Spend all afternoon on one 20 -minute 
tkory, and rewrite every little part of it. 
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the Moth produces liv’c storytelling, yet 
♦heir edits are remarkably similar. 


f 


m 


l*’s all of our artistic 
team And aII the other 
storytellers in the shew, 
and they each stand up 
and tell their story to 
the others. 






We do a group rehearsal. We have a little Space in 
our office, it's really cute, it's got couches, and a IrHIe 
curtain that pulls around and makes it a little room. 


NR 






I hat's part of the design—We do it because if 
you can stand up and tell your story in what's 
essentially a glorified conference room in frout 
of I? other people a* two in the afternoon... 


If 




m\ 


(ill 






WM 




i 


kl 




1 






E»lll 


...then chances are it Will seem like Such a 
relief to Walk out on stage two days later anti 
do it m front cf a lire audience w'lth lights. 


ml 


stP'SlC 


HSL-^n 


\ 




‘VS'l 


ft/// 


tA 

WUm 


'uiMW 


When I'm directing a story, I might hart heard two liours of 
material around the story, whi( li is i ut down to 1 0 minutes. 


r—- 


• HIM 


.fei 




i 




n m 


ft 








So, to me tlie story might be perfectly clear, but one of my co 
directors, or one of t|»e other storytellers, might be confused. 


And it's a smart group of people—if 
somebody then* is confused, there would 
hare been l£ people in the audienc e who 
Would hare been i on fused. 


'A 

\Wt 


f l»en, the storytellers 
spend the two days 
after the rehearsal 
Working With their 
direi tor to incorporate 
any notes into the story. 
































Vefote he was a* Sean Coir was a cordri 

bu*or *c AItf/tAeSpiace, a daily economic news show 
*ha* uses a more conventional model of edds. 


The odd is 0*1 *he 
phone usually, you're 
playing W< And 
trading, holding up the 
phone +o the speakers. 


fH faefeofak, you Vo 
building d in ProTools. 


Meaning, you'ro editing vox os, you're adding wuSit 
And sound, you're building *he complete, layered 
structure of the story. This is a»i incredibly 
demanding and time consuming process, and then 


It's i*e»A+ion after deration. This is 
i omplftely oppoede from The Way 
MnAke/fface works, and NPK 
Mews. tfy then you Would have 
done a year's worth of stories... 


p^SkPut the desire to crca*e a (airly 
|g|! complete draft before sharing d means 
produt or* < an spend forever tweaking d. 


Jf\re you ready 
Wdh a draft.' 
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And *hen I'm 'four -friend. I asked you for a. pile 
of < rap, <o When I leek a*- i* and say i**s a pie of 
trap, I'm no* S aying *ha* as a tri*ital boss. 


thaPs who* I 
erper*ed, bfcauM 
'/on hadn’* had 
mui h *imf Wr*h 

i*, bn* '/on hare 
*o ge* »* on*. 


Von hare *o ge+ *he story ot«* in front of other 
people. And *hen *ake t* back *o Work on alone. 


Pit* i* in front, bring 
»* back in, ge* i* on* and 
fut »* m front, briny i* 
back in, ye* i* on*... If 
you haven'* done *ha* 
Si* *mieS, i*'s no* going 
*o be a good Story. 


iS 


God knows, i*cra*ionS should 
be some kind of religion. 


ffi* liiiinn 


I VIWWWIli I J« MII 


ll l >I 

m 


I'll endlessly *«ll my producers: Pn* »* 
on your phone, walk around the block 
Wi*h i*. Move ycur physical poSi*ion and 
lis*en +o i* in a different spate. 


lift 


!! 


ft 


l*'s par*»cnla»1y *rne when you're 
working on SomC+hing alone. Von 
ft+ve to find ways to access dtffercnt 
par*s of your brain as a S*crv*ellcr. 


‘J'Ji 


-^1 


if 


Uj 


...and *hen 
find Sp at ts to be 
vise e»nl, bodily. 


If yon Ye going *o 
unders*and whaPs 
going on in *hc t*ory, 
yon have *o nay 
« 4 *en*ton to your body. 


w. 




sa 























What is story actually 
Supposed to do +o 'four body.' 


•f-i 



4 sounds a bit fruity, 
bu* what does something 
feel like when it's 
mvfttwf, and what does 
it feci like when something 
is a little con-fusing.'' 


VomVc creating a 

senes of sensations, 
physical sensations. 


What does 
density feel like.' 


I've trained myself to 
not really be Super self- 
conscious about it, but rf I 
happen to shift while I listen 
to a story, I'll notice that. 








« 
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i 


: 


Our biggest hope is that our 
pieces Will actually, and I mean 
this literally, move people. 


9 I 


I Want bodily 
reactions, I Want 
the fate to < hange, 

I want the Setting 
position of the hstenei 
to change. That's the 
reaction I want. 


It's the editorial process 
that pinpoints where those 
reactions are happening. And 
where they're W happening. 




Edits are where you 
find solutions to problems 
you may not have even 
knoWn you ha/I. 


185 













REMEMBER THE BIGGER PICTURE 



Framing is <fp« tally important in stones About 
abstract idfa(. Cr containing deadly boring multisyllabk 
words. f\nd the edit is where you're reminded that 701* 
still haven't fonn»( ted the story to something bigger. 


Cur challenge is 

that IVf r/fc baVf 

a lift- or death 
drama, but... 


the words that 
you use in War 
reporting arc: 
bullet, gun, bomb, 
child, food... 




0(Cl Words arc: credit default SWapS, credit 
spreads, bonds, interest rates, central banks. 


Words tfiat don't bare 
any drama. They’re 
literally designed not to 
be dramatic. They're 
designed to be boring. 

And they are. 


So it's a lot of translation. That's 
what I think I like, to bring. 



Cur r.harai ters don't say, "Ch my god, 
they're killing us/" Cur characters Say... 


We believe tfiat an 
ac commodative stance 
is Appropriate given 
the recent uptick m 
productivity numbers...' 



IllUmWilllPw.’ 

'■'• ' m xm MHUH** ** 


'No/ an achat quota from anybody 


but absolutely, undergirding everything.. J 0 \«r story 
is 7 ft* Bouxne idc-nt/ty, it's a 1 ape* flk k. 



'I hat's the kind of 
basic drama tba* We 
Want. I feel like that's 
what vve do at our best. 


With ienc e it's not usually tfiat hard to 
get bai k to something that either goes dire* * 
and personal or goes big and philosophical. 


those arc your two choices. Vou 
can do either one, if you do it right. 













Wc fi<u( ♦© f-laic +he parenting 
frame on thaA {♦or'/ nM<UvA*/♦ firou^h 


I mean, epigenetic s u one of the 
biggest science ideas of our Aim.*. !♦'{ 
abou* fiovv behavior influrnctf* your 
U>dv/. !♦'{ amn/ imi *o *fM*ik abou*. 


Lptgeneti( Si 'ft* {*uH«/ of hrr^Ablr 
genetic c hangei inuiai b*/ behavior 
Hio* rWtii’* (owid very « omf'i’lltny, 
does it' 


Vi* it's so easy to ipt 
lot* 1*1 ♦ hr hutIiahk {. 


I Was likr, WVvr «jo* 4 o makr 
*hi< {♦or'/ at>ou* parenSing. !♦'{ 


a Story aIx>u* hmyyng your kul 




We ri*<i a story ahow^ tpiyenetics and ra^{ ♦>*»♦ 
litk rarh other, wv»*m >» < hanyri +he kw'/<!**i on ♦lie 
ow+{nlr of the gene, whn h« hA»ujr{ *he gene... 


In other Words, a story th, 
si *rn*»fi< 4>»ou(jM{ a*w( ♦r 


Wha+ happens 
incite ♦hr ho<{y of 
♦ h fl * t hilr( vvhrn 
you give him a hug 
ThA^'{ AH MkMA/ l* 1 < 
i onnfi ♦ion. 


'the {♦or'/ only 
work* d you ijroutul 
»* in ♦ha* rral- 
vvorltl CK(>cri«»ic« of 

)U{* lovi» 1 «J {OHlfOHf. 
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YOU HAVE TO DEVELOP A THICKER SKIN. YOU JUST HAVE TO 


Mowd Tf eA * 0 *’ A""**” If IV't kind of blurry and Vhere arc Vhete 

^*f hAM,€ Fo ° C0 " Wl *° bc 0M Aht h °* “ ai - II IH 4 I* phratet, which I Vhink rf we V*ke 

cuV, iV Will be clear. Were, we go Vo jail. 




?o, yeah, I 
Wound up Working 
on f«ve tVonet 
for "Coming Vo 
America." 



I produced Ali, KkK, 

Te*af...Ch yeah, and 6at lank 
Crofting. And I ended up {coring one 
tVory...Pallat and Pemocracy. 


h added up 4*0...The whole thow it minuVet. 
Tha*, all I jut* lifted off Vo you, Wat 3 / minuVet. 



I earning Vo Speak it abouV an Aleri Kurdith Turk named Ali, 
who wenV from hiding hit idcnhVy Vo bring ouVfpoken—which 
led him Vo emigraVe Vo *he W.S. 


I Vhmk VhaV Vhe narration could be more 
dramaVic. And I feel like now d't jufV kind 
of evplaming, getting from pomV A Vo ft. 


WhaV normally happent if, you 
tend tV Vo your friend*. They tay, 
Oh yeah, i» waf pretty good." The 
writing Workthop Vhing you tee m 
uf, how many WriVerf gcV VhaV.' 
iV't to valuable, iV't to valuable. 
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IllIWUVn ■ 


r«| 


tvu'aani mutual 


totally. Ami Glynn if vcry very harsh, lie'll tay 
thing* all the time like, I don't get d and I don't 
knew who* you're <fci»uj Wdb d and I hate d. 


Me'd be the 
■fin* +o adnu* 
that ke't harth. 
I've talked *o km* 
about d a Zurich 
of timet before. 


When I’m being edded, I’m moctly 
really glad people are engaging wdb my 
work, but when the Ink keep coming... 


Generally, when I do an edit 
/•Hi cue or two people, d fee It 
great. I really appreciate d. 


Cbvioutly, a< the exe< cdivr produi er, if I <ay 
you nee/I to i kange tint, you’re gonna liavt *< 
do d to tome extent. I aoH a be tke bod guy a 
lot of tlie time. That’* tke way d iioes. 


Though tkey c ould make your 
i kange*, and then you might be 
like, Oh no, you Were rigid. 


















Ch yeah, d happen s nil the time. Much 
to everyone's chagrin, because d's a lot of 
work to do the changes. I'm not infallible. 


;s 




'Ti C^T 


eS 


l.A 


My stuff hat 
(foPa go through 
4 he process. And 
oftentimes I’ll get 
killed. I'm a really 
good storyteller 
bid I screw up all 
the time. 


The Ali edit continued... 


m 


uitwaiiiiJ 


Then he goes into, 
tf you care about... 


1 


± 1 ! 


§ 


BbhhbHR 






"About the country." I'm 
not finding that helpful. 


.XX.TV-.V->: II *-v>vsvV-.-vv>vVx'.! 


0ut one of my -favorite lines 
there is: If you care about other- 
people, you Won't be Silent. 


v Ttfy 


m 


At this point, things were 
getting a Irt+e tense. 


■fSC f^l 

SfiL 


9 p»? KW 

J,' fentHI 




MVn.lM 


\%/f 


vrn 


Vou know, why 
don't wc just take 
the feedback, come 
back With it and 
see what happens. 




\%\ 


in! 


Kid remember: this is the -fourth edrt 
on tins story, one of five Stephanie was 
working on simultaneously. 


It's hard on people, the pro* ess is hard. It’s 
Siary, d's brutal. We have had to really work 
to have people not get their feelings hurt. 


In 




mtS+l 


Ml 


:i Kri 


Glynn, when he would first give 
critic ism, he would be like, OH, 
here's what's Wrong With the story. 


Ill 


B 


1 O 


SteSwjS&s 


We had to say, Vou can't rtf? that. This person 
has worked a long time on this and they have to 
hear something good about what they did. 
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Gat IahR Crossing it About a Woman who immigrated illegally 
*0 the M.S. at the age of 13, stashed in the gas tank of a car. 


I think it's < on fused 
*b«'mn*»< ally. 1here's +h« 
beginning and end about 
MeviCAu culture being 
supportive, And her no* 
loving *he W.S, 


ui/MwtoHur 


®SP»wS® 


but the other 
thing if, we're on a 
time -frame, right.'' 


Sc I need that person *ha* you jus* gave feedback 
to, to come out of that room and start doing that 
Story rigi»t away. Mo* go and mope for eight hours. 


SSfflf 


iii•»'v 


Vou knew, 6lynn is like a Steve 
Jobs -type genius guy. "I have a vision 
We're all going to follow' 


my vision 


And his Attitude was like, Vou're in this room 
for a re a son, you're good a* what you do. So 
take that for granted, And let's just more on. 
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I thought you 
loved that line 


I he takeaway if interesting in 
that it's really that i omplex. 


I don't really want to dumb tt 
down juft to make rt mere linear 


^vv\vvvwv\ \V?X5 


We are foe using on 


this girl's i rotting, 
and there's no payoff 
Striu turally at the end 
of the story, or at least 
not enough to justify 
that whole thing. She's 
talking about something 
completely differe»tt. 


Still, the Woman had her doubts about whether it Was 
Worth it, and felt she'd never make l»er own daughter go 
through the Same experience. 

Would this address your concerns, VoA, if we 
made the whole arc "I Would not put my dauglrter L-— 
in that- situation..." and -forget the stuff about... 


maybe I would hare been 
off had I staved in Mexico 




the experience was terrifying, but 
ultimately uneventful. 

f\nd then t|»ere's the middle 
section about 


a tension building, but 
nothing actually really happens. 


I have kind of a 
similar itsue With it 


I Vi! 













There'* +ht* line, vjou 
IWf for •* W*H» ucur Irfe... 


Vou knew, 
done /r**r C*oricS 
weVr been in 
*hi* H*ce*nu) for 
Matty hour*. 


h *ec*«* like h»a*/W we should *«kc a 
break. I* ucm* like *he hukunn thing to do 
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I MCAI1, mayb« d©n'* f'U* this in the 
book, or be gentle With me if you do: 
don't make w« teem craey or Weak. 






Header, in all sincerity, Stephanie foe is <jui*e the 
opposite of- weak, and it < ra/.y only in the number of 
stories she vrodi *ed that week (and many weeks). 


And we Wen* through like "four of my s*orict, and 
a*- the end, I bad jut*- taken three hours straight of 
criticism, and I couldn't take it anymore. 


So, I have five stories in that episode, 
and we were in a meeting for like two 
and a half hours/ three hours/ 




\ ^ 
\ (Jrt 
\\ 


yjj 


ml 


* 9 « 


Maybe I 
shouldn't be 
Saying any 
of tint. 


n 


fed 


A lot of it gets 

to negative, and., 
afterwards... 


•* I Q 












I Hvnti hOMC*H«f I WAS )i>Sl, 

I WAS A Mu’iS. I WAS A M *tfS! 


I bad five stones +o finish, am d 

• Was frying a* mi*/ <<€Sfc Ctyinif. 


i Vi 


SS/S/s ! 






















WHAT THEY'RE SAYING IS, YOU FAILED 


* 




ft 


Sometimes peopIf 
Will giVC you noteS 
o*i your piece, And 
you really disagree 
With the notes. 
{here's Something 
in your piece that 
they really didn't 
like, and the Way 
+>*«'/ Soy i* to you is 
really Wronjhtiidd. 


ttu* I think you Still Wait* *0 notice they 
didn'i get this par*. Vou know what I 
mean:' Even if they're no* saying i* right. 




Especially if it's something 
that you love, if they didn't 
get i*, it means you really need 
*o think, Wait, what did I do 
wrong, that they are not loving 
this the Way that I love this. 


i 


A 


And even if you hate them, 
and disagree With everything 
they're saying, what they're 
Saying to you is Vou failed. 


Whk h is a good reason 
to hate them ami 
everything they're Saying. 


> 


Me, I get really mad. 
I get so mad, 


When you have an edit 
you get marl about it / 


\< 


I feel so like, AO. 
No, this is good. 
I'm Sure it's good. 


GW 


I totally get mad. I'm a goddamn baby. And 
it's not good to show that. I know better, I try 
to keep it to myself. Hut I’m a big baby. 







I totally hove a 
par* of me Which 
•S |uS+ like, I know 
who* I'm doing. I'm 
really good at this. I 
hired a .11 of you. And 
you Work for me. 


fie 


Vou're like the fifth 
person who «oid almost 
exactly those words. 


m 


I’m like, Pom'* you 
know who I am/ I 
produce this {how/ 


k 


I’m no* gonna he. I* WAS tough for me a* 
Everybody there knows t*. 


I*’{ probably harder for me than most. 
I’m no* used *o people telling me no. 


I'm a big believer 
in my insttm *S, So 
i* c an be tough a* 
*»m#S *o basically 
get *old your 
•ns*in< *{ are Wrong. 


there's jus* always a momen* in an edit, where 
♦ here's five people Sitting around Saying, that's no* 
•*, *ha*'s not i*, like, Pom'* do that, don'* do *ha*. 


And I *o*ally know *ha* I’m 
completely in the Wrong, there's no 
rfuestion. I'm I COK in the wrong. 


And in the bru k of your 
head, you're Saying just like, 
I know hoW to do this. Why 
arc you all ganging up on 
me. / It's a |it*|e emotional. 


They're right and I'm wrong. 
It's encountering 
your own failure. 
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I* i* e ver drfficul* for 
you *o *ake +bote cdr*t.' 


Um, no. I don'* *bmk...No. 
Vou mcAn like for my ego' 


Hut t*yle of edding where you're 
all in a room cam be bard, rigb*/ 


If I've been working re Ally bard on 
tome*lmig, even rf d't jut* *bc*c guyt, I **ill 
go* nervowt rigid before I read, 0u* I Hon'* 
*bink I find d linrd *o have *be edd. 


because you've come *o believe *Iia* you're rcAlly 
(feed a* your job, you've been doing d forever And 
you hear people tAy nice Hung* Abou* your work, 
And *hfn you i owe lu re And »* ge*t *orn *o thredt. 


I* b«pp< nt to aII of ut... And 
d't a be-H er product for d. bu* 
d't « ld*|e *ougb on *be ego. 


I'm interested *o reod 
your book Abou* bow 
everyone else doe* d. 




l*'s tough...Here come* *bis 
new person, And what Are *l»ey 
going to tAy Abou* THjf. jt&Uf.. 


\ 


/A 


K 


Obviously i* *o*Alfy 
depend* on *l»e person. CIiama 
tAid, "I kindA like r*. I might 
ye** nervou* bid I like it.' 


i 


She's youmjer *lian aII of u* 
And more ((cure. '/or *oo. 


I Iia d never done a group edi*mij 

process before this. I wa* AlWAy* 

like, I know wliA*‘t right. I’m going 
*o Wri*c my novel in a cave. 


bid why no* liCAr wIia* everyone thinks.' Everyone 
•* a lit*ener. Hie lit*rnert a* borne do r» *e you aII 
day, And »bey'rr worse, they're no* nu e abou* i*. 


IM 




l»’< like Iro tAid: 
Vou moy liA*e i*, bu* 
*bey Air ICC"/, rigid. 
Wbyr be< au*e *bey 
cAn *ell you wIia* 
*l»ey Acluolly bear, 
a* opposed *o wIia* 
you //u'lt/c you taid. 
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GETTING LOST, AND GETTING FOUND 

there arc *hingt Wift* arc trough* up in 
almot* every edi*. Say *hmgf more clearly, /* 
■frame *hingt, anti Add tignpot+ing, tell 

me *ha* *hit if *h< iwj'orUM par*. ._ 


0f< aute p/>U know wha*'t 
imporfcu**, anti maybe you forye* 
in *he wvdmg *r make *ha+ clear.' 


Veah. I* ge*s let* in *he s*ory, 
and *kf mechanic t of jut* meet 
•from one poin* *o *he nex*. 


Somc*imct all *hc par*t or *hc t+ory 
are *he righ* *hingt *o have happen, tu* 
*hcy aren’* happening in *he righ* May... 


...or *hcy're *c© Wordy, or *hcre 

are *«© many *hingt happening all 
jammed up in a lif*lc techcn... 


0-f+en *hc par* *ha*'t mot* boring, 
weirtily, it *hr par* of *he t*ory *ha» 
it mot* impor*an* *o *he repor+er. 


And r*'t beraute r*'t *he mot* impor*an*, *liey have *fie mot* 
feeling abow* i*, to in a Way *hey did *he leat* amotm* of 
Work *o make i* Work, and *hey jut* a (turned •* Would Work. 
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gganiii; 


think it. A really 
yreat IV show bat a really 
great wn*(rj' room. 


I assume the sto»y butt in Hre.tk/Jiy Had wc« to Satisfy in ij 
h*< nute Vino’ Gillignn knew hoW to run a really great writers 
roam, where together they -finureel out how to shone kb ose ftori. 


Vou think: Ob, this story it wore 
complicated than I thought, I better 
stic k all these facts in there. 


And I've yoHa «jet 
this yuy in there, I 
worked so hard to 
yet this interview. It 
took day* to set up. 
He has to he in rt. 


VouVe emotionally 
aHat hed. 


And an editor 
can say, He's horiny, 
♦hat Sku-ff't too 
t complicated. I ike, 
where's the idea.' 
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I think that's absolutely true. bditing is essential, 
no matter what you’re ereatmg. And it's something 
*ha* tMflH'i many people miss IM their process. 



Cf course you're am excellent editor 
with years of experiou c. Put not everyone 
gets the benefit of am Ira Glass edit. 



People Aren't going to have aII sorts of 
*rk ks to fix your problems the way we h*r« 
for one other, bei ouw w'e do this every day. 





My first skill 


Was editing. I Wasn't a good 
writer, I didn't know how to be a reporter, I 
Wasn't talented A* performing cm the radio. 


The only thing I had Was, 
I was a good editor. 
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I'm no*- wcrrid about how much ytju the 
listener love liiw, I'm. just painting a loving 
wre of him, And, oh, And this lov'd'/ muSu 


a* Ira's Saying if, perhaps ♦he mot* important vole 
ah editor if +o Simply be yau. That distance 
m '/our emotional Irfr if crucial to good judgment. 


Ch look at how I fell 
love With this artist/ 


I think a 
lot of times, 
that's what 
drives things 


Every three seconds, there's get*a be 
something happening. It’s juft a relentless and 
obsessive acute awareness of the listener. And 
the fact that you might be about to lose ’em. 


Cut I don't want anything to 
pierce the dream. Crcaufe I 
Want to fall into the dream 
myself. Even though I've 
heard the f*ory \CCC times. 













Epilogue 



I'w <Jf>4 A COnf«tk>t1! 

At HarmW of *f»it book, 
*♦ w«A'f look like l'« ycA 
«%¥ryt 4 mtg confer c cn*-rol. 


Efl* 4«.71 HnillllCrl Hr 


In foA-k, book Only < A Mi*' 
+o«je*ficr* offer a ytcx of re March, ft 
or tcmi ccmpkfe rewrifet, and a WO( 
Iohcj, wrvf utjly tfeffeh Wanfferin^ in 
Rtxd/o£nl'\ infamous German feres*. 


11 


Uia+'s where I hve/i o*i 4 his 
f-eojet*. blown deadlines, 
bueied in mA*erml, < ouldn'f 

ICAVC A»1«f*hl»Uj 014*. 


In fa**, I k<p* 
addmtj more in. 




V.l 


C'.rf 

ill 


w 


Jv- 




M 


mat 


I fcl* like I was tumbling 
ovrr own fret, like IM never 
fee «ll *hose feces. 


i 

P 




£> 
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I*'s a weird feeling *o be Working 
*hrough all *hc stages of a WAtfive, 
unwieldy, unknowable trea+wc prejtc* 


...a firojtc* *ha*'s a boo* people 
•finding Wieir Way through wnrtiVf, 
mys*eriouS, intense, creative projects 


The layers of mc*a go* 
doWnngM eerie a* times 


bo* d was the book r*self *ha* showed 
me the pathway ou* of the -fores*. 


The things 1 Was investigating and Writing 
aboo*: learning +o pay a4*eo*io»i *0 wha* 
interests you, ■finding you* voice, building Solid 
Structure, C olfaborating editor ia lly... 


...and even *he use of sound, rf you *hmh of sound 
in a i omii as *he images *ha* play Wi*h and againS* 
*he words— *hose were c*a«*ly, pret isely *he things 
I needed *o learn in order *o make *h< book. 










































VVfm h went** there were wowcnt* (tx /vt of 
wowcnH) when wy WAnderm^ in *♦»« ficrwAM 
fore** led we to a stretch of am interview tfmt -Void 
we exactly what I'd needed to know...six weeks earlier. 


r or ni ot»t, I Meed *o re Ad this 
book in order to Write it. 


Im the end, that's kind of 
what happened. I wrote the book 
AMd rend it, rewrote it AMd reAd 
d, and drew d AMd reAd it... 


...and I finally found wy Way ou* 
of the 6e>wan forest by following the 
path i arved po* before we by aII the 
iireat radio artists I interviewed. 
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Notes 


Except where noted below, quotes come from interviews I conducted or events 1 attended myself 
between February 2012 and lime 2014. As will probably be obvious, locations for these interview's 
are often not as I depict them in this book i.e., many interviews were over Skvpe. but I might show 
myselfsitting in the same room with the person. Ira wore a snappy black suit on only one of the oc¬ 
casions we spoke, and that was just because some documentary film crew was in the office that day. 
Sometimes I depict someone in a historical “reenactment" or some other dramatization of what 
they’re talking about. I had short hair in the summer of 2012 , when I did many of these interviews. 

I take this artistic license for your sake, dear reader. Reading a comic that consists of peoples faces 
on a Skype screen? Bo-ring. 

About page numbers in the notes that follow: when you sec something like this: 122:4. the first 
number is the page number and the number alter the colon is the panel number. In oilier words, 
"page 24, panel ft" would read as 24:6. 


PREFACE 

in I. Atelier tin son, Thomas Baumgartner. 

http://www.franceailture.fr/cmission-l-alelier-du-son 

I his interview really did happen, but it was quite a bit longer, I.Atelier du son, May 7,2013. 
http://www.franceculture.fr/emission-l-atelier-du-son-tomas-gubitsch-% 20 -jessica 
-abel-2013-04-19 

Radio l : ranee building referenced from a drawing by Stanislas in I.e I’ernnptet lies Batignolles 
vol. 1 (Paris, Durgaud. 2011). 

2 >3 In my studio at the Maison des Auteurs. I’ve been in residence here, as ol this writing, for 
two years. It’s a residency program for cartoonists and animators in Angoul&me, France, 
and it's the reason I’ve been able to produce this book. My deep gratitude goes to the MdA, 
Pili Munoz, and Brigitte Macias. 
http://w\vw.citebd.org/spip.php?articlc5209 
4ii Roman Mars and Sam (Jrccnspan 
4:2 lad Abumrad 

4:3 I’lanet Money made a I shirt, and tracked the process from cotton seed to finished T-shirt. 
I hey funded this reporting with a wildly successful Kickstarter campaign, 
http//www.kickstaitei.com/projects/pl.metmoney/planel-money-t-shirt 
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Along with making radio and podcasts about it. they documented the process on 

Tumblr shown here. 

http://seedtoshirt.tumblr.com/ 

4:4 lulia DeWitt 

4:6 Snap Judgment at an edit 

4:5 Radiotopia is a new collective of many of the best independent podcast producers, 
masterminded by Roman Mars of 99% Invisible (see the ShowCiuide, page 223), 
and run by independent network PRX (http://www.prx.org/). I heir first Kick- 
starter campaign, from which this screenshot was taken a week before it ended, 
was extremely successful, allowing them to invite three new podcasts to join 
their group, among other goals. 

http://www.kickstartcr.com/projects/l7-18303376/radiotopia-a-storytelling 
-revolution?rel-discovery 
5.1 Sean Cole 

5«5 Spices restaurant, 369 12th Street, < Oakland, California. Snap treated me and the 
stall to the famous “Ciangsla Casserole 'Murder Style.'” 
http://www.spiccs3oakland.com 

I also ate amazing dim sum and delicious Afghan food on the Snap dollar. It made 
it very difficult to concentrate on writing this book while I was transcribing that 
tape. 

6.3 lust m (Jreem the author of Itinky llrown Meets the Holy Virgin .Mary, at the Com¬ 
ics: Philosophy and Practice Conference at the University of Chicago said, " I he 
dirty little secret of comics writing is copy fitting. Maybe you need an arm hold¬ 
ing a broken bottle in that space, so you axe an adverb.” 

6t5 Yes, you can still get Radio: An Illustrated Guide, for like live dollars. A big hunk of 
it follows, but there are about six pages of material in there that did nol make it 
into this book. 

http://store.thisamericanlife.org/ProductI)etails.asp?ProductCode RADI0%3 
AANIM.USTRATFDGUIDI- 

7 And then 12 hours later... 

Malt Madden, 99 Ways to Telia Story: I vereises in Style (New York: ( bamberlain 
Bros., 2005). 

8:5 Ihe "journalistic comic" is called "Punk Pilgrimage." and ran in NeivCity in 1995. 
Ira called me to propose doing Radio: An Illustrated Guide in 1998. I've posted 
the comic that inspired Ira to call me on my site. 
http://jessicaabel.com/3014/l2/03/punk pilgrimage fireside bowl/ 

8:6 1 here a re lots of researched nonfiction comicsout there, lots morethan there used 
to be. But it remains an underutilized form. 

10:3 I hose two textbooks: 

Jessica Abel and Matt Madden, Drawing Words & Writing Pieliircs (New York: 
First Second Rooks. 2008). 
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Jessica Abel and Malt Madden, Mastering Comics (New York: First Second Hooks, 
2012 ). 

13-38 Excerpt from Jessica Abel and Ira Glass, Radio: An Illustrated Guide (Chicago: 
Vv’BEZ Alliance, Inc., and Artbabe Army Publishing, 1999). The radio episode 
under consideration in this section is "Do-Gooders.” This American Life, =126, 
April 9, 1999. 

http://www.thisamericnnlife.org/radio arch ives/episode/ 126 /do gooders 

19 You can find an archive of stories like this one at Brett Leveridges website: 
www.brettnews.com. I le also writes at Salon.com, among other places. 

22 Philip Gourevitch, Ur Wish to Inform You that Tomorrow We Will he Killed 
with Our Families: Stories from Rwanda. (New York: Farrar, Straus and Giroux, 
1998). 

39-41 Just to make sure this is perfectly clear: The people pictured in pages 39 II are 
those that I've interviewed or mentioned by name in this book. They are not by 
any means all who are involved in producing the shows I name there. They're 
also not all still at the same shows since I interviewed them. Please see Show 
Guide, page 222, for further details. 


AMUSE YOURSELF: IDEAS 

48:4 Ira Glass commencement address to the CUNY < Graduate School of Journalism, 
December 13,2012. 
http://vimeo.com/5556374'! 

49:1 Alex Blumberg, Adam Davidson, Ira (‘.lass, "The Giant Pool of Money,” This 
American Life, *355, May 9,2008. 

http://Www.thisamericanlife.org/radio archives/episode/355/the giant pool of 
money 

Thanks to Clarence Nathan for pictures of himself. I le reports, "I eventually lost 
the property through short sale and have relocated to Durham, NC” 

I lealso said, "I thought about that statement and it was one of my more colorful 
ones. I feel it served the moment almost perfectly." 

49>4 Calculated Risk. 

http://www.calculatedriskblog.com 

49:3-6 Background referenced from a photo by Shawn I loke. 

50:5 Referenced from a photo by Seth Wcnig/AP Photo. 

50:8 Background referenced from a photo hv Flickr user mlouispink. 

52:3 Tod Maffin, From Idea to Air (self published ebook, http://todmalfin.com/shop/ 
ideatoair). 

53:i The story the Workshop had under discussion was Jessica Kittamss "About One 
Acre" There used to be lots of funny quotes from the class about oxen and Mar 
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56-59 


57 


57i3 


59:3 

59:4 

62 


63-64 

65 


65:2 

66:4-6, 67:1 


67:4. 68:1 


67.3 

67:4 (AND 68:1) 
69 


tha’s Vineyard in an earlier draft of this book, which was about eight times as 
long. Argh, comics. 

http://transom.org/workshop/story workshop/story workshop alumni/jcssica 
kittams-about-one acre/ 

The idea of the XY Story Formula is delineated in Alex Blum bergs 2006 Transom 
manifesto. His lines on these pages are direct quotes from there. 

Alex Blumbcrg, “Alex Blumberg’s Manifesto," The Transom Review . volume 5/issue 

2. September 1,2005. 

http://transoin.org/fp-7003 

David Kestenbaum picked up on Alex’s formula and talked about it in the online 
comments in response to his own Transom article, quoted here. 

David Kestenbaum. "The 4:30 FAQ," Vie Transom Review, volume 6/issue 2, April 
24.2006. 

http://lransom.org/2006/david-keslenbaum-l30-luq-2/ 

David Kestenbaum, "I* - Mail Kncryption Rare in Kveryday Use." NPR News, Feb¬ 
ruary 22. 2006. 

http://www.npr.org/tcmplates/slory/story.phpfstory Id=5227744 
Referenced from a photo found on Fotosearch. 

Referenced from a photo by levvkmiller. 

Robert Smith, "Does New York City Need More Taxis?” Planet Money , July 31, 
2012 . 

http://www.npr.org/blogs/money/2012/07/31/157477611/does new-york city 
need more taxis 

1 his is a re-creation of Ira's discussion with Mike Shuster, based on Ira’s rccollcc 
lion (and historical photos from NPR thanks. Fmcrson Brown!). 

“What Kind of Country,” this American life, *459, March 2, 2012. 
http://www.thisamcricanlifc.org/radio-archives/cpisode/459/what-kind of 
-country 

Referenced from a photo by Alamy. 

Although the majority of lay s dialogue is from my interview with him, these panels 
are quotes from a comment he made on Alex Blumbergs Transom manilesto (see 
note to pages 56-59), May 15,2005, comment #30. The "interviewees" in 68:3 are 
fictional. 

Ira is talking about "129 Cars,” 7 his American Life, #513, December 13, 2013. 
http://www.thisamericanlife.org/radit) arehives/episode/513/129-cars 

Referenced from a photo by Paul Sancva /AP. 

Referenced from a photo by Jeff Minton. 

Alex Blumbcrg was not in the room when 1 interviewed Uliana, and to my knowl¬ 
edge has no interest in enforcing his XY rubric. It was just funnier if he said it 
than il l did. 
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70-72 “Trends with Benefits,' This American Life , »490, March 22.2013. 

http://www.thisamericanlife.org/radio archives/episode/490/trends with 
•benefits?act* 1 

Also see Ghana Ioffe Walt’s related article “Unfit for Work: The Startling Rise of 
Disability in America." 
h 11 p://a pps. npr.org/un fit for work/ 

70j i Referenced from a photo by Matthew (ihristopher Murray. 

7i:2-4 Ihese are direct quotes from the story. 

73-74 Reader, she married him. I hanks to Cynthia for photos of the cryptogrammic 
mash notes, her postmistress, and herself and Howie at their wedding. 73:3, 5.6, 
and 74:1,3,4,6 are direct quotes from the story. 

Cynthia Riggs “The Case of the Curious ( odes," The Moth. Directed by Sarah 
Austin Jenness. Recorded at a Moth Mainstage event at Union Chapel in Oak 
Bluffs on Marthas Vineyard. August 13,2012. Appeared first on 'IheMoth Radio 
Hour on February 5,2013, and then on 7 he Moth Podcast on Inly 16, 2013. 
http://themoth.org/posts/storytellers/cynthia riggs 

1 his story was also reprinted i n The Moth: 50 True Stories. Catherine Bu rns, editor 
(New York: Hyperion, 2013), 252 57. 

75-76 “What’s Up, Doer with Sean Cole, Radiolab, November 6, 2012. 
http://www.radiolab.org/slory/248590-blanc/ 


THE HEAT OF THEIR BREATH: CHARACTER AND VOICE 

79:1 I picture my self backstage at a simplified version of I he Players in New York, 
where I he Moth holds many of its Mainstage events. I have never been back 
stage at I he Players, nor front stage, for that matter. 
http://en.wikipcdia.org/wiki/ , nie_PlayerjiJNew_York_Cily) 

80:4 Referenced from a photo by Rebecca Davis. 

83-84 Jad plays a YouTube video that is an adaptation of a 2012 presidential campaign 
speech by Ron Paul, read by an actor and with flashy graphics. Images at 83:6 
and 84:1 are from this adaptation: 

“Imagine." posted by WRB Ministries. 
https://www.youtubc.com/watch?v uhxBMHebHCo 
85:3.4 Referenced from a photo taken by Melikhayn Mpumela. 

Joe is obliquely referring to Ins work in South Africa; in particular, “Thembis 
AIDS Diary." Ihe image is of Thenibi Ngubane, who died in 2009. 

Ihembi Ngubane and Joe Richman," Ihembi's All )S Diary," Riulio Diaries, 2006. 
http://www.radiodiaries.org/thcnibis aids diary/ 

More information about this story appears on Ihembi’s AIDS Diary website: 
http://www.aidsdiary.org/ 

87:i-2 Alex Blumbergs quote is from a comment on his Transom manifesto. See note to 
pages 56, 58. 59. 
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88:4 Jatl is referring to “Speed" (“Million Dollar Microsecond," with David Kes 
tenbaum). Radiolab. February 5.2013. 

http://www.radiolab.org/story/267195 million dollar microsecond/ 

89:2 Johann Kraus <o Mike Mignola. It's “ectoplasm" actually, not smoke. I’ve 
used the film version of the character, not the comics one, since fad talks 
about the film. 

http://en.wikipedia.org/wiki/Johann_Kraus 

90:5-92:3 llioso are quotes from a talk that Jad Abumrad and Robert Krulwich gave at 
Oberlin College on March 6,2008, which they recorded and distributed as 
a Radiolab podcast. I hey spoke in Finney Chapel. 

Jad Abumrad and Robert Krulwich, “Jad and Robert: The Early Years,” 
Radiolab. May 6.2008. 

http://www.radiolab.org/slory/9l820-jad-and robert the early years/ 

9i:3 Referenced from a photo by Zenith Richards. 

92:3-94 I hose are quotes from a talk Jad gave at the Third Coast International Audio 
Festival in 2tX)5. 

Jad Abumrad, “Music: A Force for Good (and Sometimes Evil)." 
http://vvwwthirdcoasttestival.org/library/-t50 music a force tor good and 
-sometimes evil 

Fholo reference for Jad in this sequence by the lltird Coast International 
Audio Festival and Jared and Corin, Wikimedia Commons. 

92-94 The story Jad discusses is from 'There Is Mo lord of the (Fire)Flies," 

Radiolab. February 18,2005. 

http://www.radiolab.org/story/9150l there-is no lord -of-the Tire Hies/ 

93:4-5 Referenced from a photo by Chi Phat l-.cotourlsm Adventures. 

95:4 Robert and/oe are referring, to a seriesofstories they did in Europe, includ¬ 
ing a story on Barilla Rasta (that's what's pictured in panel 3, referenced 
from a photo by Barilla Rasta). 

Robert Smith and ZoeChacc/T Iowa Rasta Factory (iot People to Show Up 
for Work,” Planet Money, August 10, 2012. 

http://www.npr.org/blogs/money/20l2/OH/IO/l585654-l3/how-a-pasta 
factory-got people-to show-up-for-work 

96:1-97:3 “Razzle Dazzle"; producer: Jamie DcWolf; sound design: Ren/.o (iorrio, 
Snap Judgment, «3!6, July 13,2012. 
http://snapjudgment.org/drcus-circus 

98:3-ioo "Rocky," by Julia DeWitt, Snap Judgment, #316, July 13,2012. 
http://snapjudgment.org/circus-circus 

ioi:5 Referenced from a film still of Kenneth Branagh as Hamlet. 

103:4 Ihisquoteisfrom Roman Mars, ThcFcItron Annual Report," 99% Invisible, 
*31, July 14.2011. 



http://99percenlinvisible.org/episocle/episotle 31 the feltron annual 
report/ 

1 04: i A quick visual quote from the excellent book: Brooke Gladstone and Josh 
Neuteld. The Influencing Machine: Brooke Gladstone on the Media (New 
York: W. W. Norton & Company, 2011). 

106 the Kitchen Sisters: Nikki Silva and Davia Nelson. 

I actually met Nikki and her family at Jay Allisons house on almost the first 
day I was reporting this book. I was so nervous to get started, and had so 
little idea what I was doing, that 1 didn’t even try to interview her. Totally 
whiffed that one. 
http://www.kitchensisters.org/ 

i 06 : i Referenced from a photo by Weluvradio, Wikimedia Commons. 


KEEP OR KILL: STORY STRUCTURE 

iio-ii Pave Lane, “fireworks from Above," The Moth. Recorded at a Moth Main- 
stage event at Arlene Schnitzer Concert I lull in Portland, Oregon, Febru¬ 
ary 17, 2011. Directed by Catherine Burns. Appeared first on The Moth 
Radio I lour on November 18,2012, and was on '/he Moth Podcast on Feb¬ 
ruary 4. 2013. 110:1,3, Land 111:2-5 are direct quotes from the story. 
http://themoth.org/posts/stories/tireworks-from-above 
I his story was also reprinted in The Moth: 50 True Stories. (Catherine Burns, 
editor (New York: Hyperion, 2013), 385-91. 

ii2:4 I his refers to the writing section in Radio: An Illustrated Guide on page 29. 

US -16 |oe Richman. Sue Johnson,and Samara Frecmark, "Teen Contender,"/Win 
Diaries, 2012. 

http://www.radiodiaries.org/tcen-contender/ 


i 15:2. 3, 5 and 112:1 Referenced from photos by Ryan Gar/a. 

ii5:4 Referenced from a photo by Sue layc Johnson. 

117-la The story undei discussionis Lauren Oberfc"]lungei Pains." hansom Sfi i 
Workshop. 117:3 and 118:2,3.5 contain direct quotes from this story. 
http://transom.org/workshop/story workshop/story workshop alumni/ 
lauren-ober-hungcr-pains/ 

i hanks to Lauren for the use of her photos from reporting the story 


ii9i2 Referenced from a photo by Mel Kvans. AP. 


ii9:4-6 I )avid Kestenbaum and JacobGoldstein, " I he Friday Podcast: (iold '."Planet 
Money, October 15,2010. 119:4, 5 contain direct quotes from this story. 
http://www.npr.org/blogs/money/20l 1/02/07/130597201/the I'ridav 
podcast-gold 


119:5 Referenced from an image by Peter Foley, Bloomberg, Getty Images. 


217 



120 : 1,2 Caitlin Kenney, “Keeping the Biggest Secret in the US. Economy,” Planet 
.Money, August 3, 2012. 

http://www.npr.org/blogs/money/2012/08/03/157859194/keeping the 

biggest-secret in the u-s economy 

120:5 United States Department of the Army, Psychological Operations (l)e 
part men t of Defense: Department of the Army, Headquarters, 1979). 
http://books.google.com/books?id 03rN FbaNzcC&dq 

i 22:1-3 Hiese are quotes from lad Abunirad, "Radio 'that's Close to Filmmaking," 
CNN’s The Next List. May 9, 2012. 

http://whatsnext.blogs.cnn.com/2012/05/09/jad abumrad radio thats 
•close-to--filmmaking/ 

1 22:5-7 ano Quotes (visually and verbally) from David l ine, director, "American I lip 
123:1, 2. 5-7 ster Presents" Ratiiolab, fff>0. March 18, 2013. 

http://americanhipstorpresents.com./#radiolab 

"Ihe story fad, Robert, and Soren are working on is "Inheritance," Radiolab, 
season 1 1 , episode 2. 

http://www.radioIab.org/story/251876-inheritance/ 

126 Sean is talking about his story, with Roman Mars, "Some Other Sign that 
People Do Not Totally Regret l ife,” 99% Invisible, *59, July 25, 2012, 
http://99percentinvisible.org/episode/episode-59-some-other-sign-that 
-people-do -not-totally/ 

Read the plaque, people! 

126 : 7-127 Andy Christie. ‘ Ihe Ghost of Christmas Presents," 'the Moth. Andy told the 
version of the story that Catherine is referring to at a StorySI.AM at the 
Bitter End with the theme “< lifts" on 12/29/2008. I ater. a revised version 
was recorded at a Moth Mai list age show in New York City at Ihe Players 
on April IS. 2010. It has not appeared on the radio hour but was on Ihe 
Moth Podcast tin December 2d, 2013. 

http://themoth.org/posts/stories/the ghost <>l Christmas presents 

127:2 Referenced from a photo by Erik Neumann and Carly Nairn. 

127:4 Referenced from a photo by l.ibrado Romero, New York limes. 

127:6 Gustave Dore, illustration, Ihe Divine Comedy: Inferno, Canto 21. 

i 28:2 Referenced from a photo by likesh Kannan. 

1 34:3-5 I his isa quote from a comment Robert Krulwich made on his own Transom 
manifesto. 

Robert Krulwich.“WHY I I.OVE RADIO (andTV)," Vie Hansom Review, 
volume 2/issue 9. November I, 2(M)2. Comment by Robert Krulwich: 
"Blocks, Triangles and Ihe Mystery of Improvisation,” - 18, September 23, 
2002 . 

http://lransom.org/ 2002 /robert krulwich why love radio/ 
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134:4 Ilu* Talk of the Town interview with Martin Scorcese is in the Novem¬ 
ber 27, 1995. issue of Vie New Yorker. 

i35:i Referenced from a photo by Cristina Potters. 

1 36 -i 37 I take a scary walk with Zoe Chace and Robert Smith on these two pages. 

1 38 Jay Allison is getting lost in the woods on this page. 

139, 143 These are quotes from Jad Abumrads 2012 keynote speech at the third 
Coast International Audio Festival. 

lad Abumrud. “These Are a Few of My Favorite Things.' October 7, 2012. 
http://www.thirdcoastfestival.org/library/1227-these-are-a-few-ol-my 
-favorite-tliings 

The Wagner story he references is Jad Abumrad, "Hie Ring and I: The Pas 
sion, the Myth, the Mania," WNYC, March 2004. 
http://www.wnyc.org/story/7l01 1 the ring and i the passion the myth 
the mania/ 

142 1 stand on the cliff with Jad Abumrad and Kierkegaard, and then 1 base 
jump with Jacob Goldstein of Planet Money. 

Jad is referring to Soren Kierkegaard. Vic Concept of Anxiety: A Simple Psy¬ 
chologically Orienting Deliberation on the Dogmatic Issue of Hereditary Sin. 

143 lad leads me out of the woods. 

139:1 Referenced from a photo by Kate Joyce Studios. 

142:1 and 3 These are quotes from Jad Abumrads speech at the 2011 PRPD Conference 
(Public Radio Program Directors* Association). The audio can be found 
here: 

http://www.prpd.org/confcrencc/confcreiicc .past /201 l_conlhudiogen.aspx. 
Jad also wrote a version of the speech as a Transom Manifesto, "The Terrors 
ik Occasional Virtues of Not Knowing What You’re Doing." July 26, 2012. 
http://transoiii.org/2012/jad abumrad terrors and virtues/ 

143:3 Referenced from a painting by Ivan Shishkin. 

THE DEEP SEA: SOUND 

Throughout this chapter, I’m quoting lines from "Night at the Rock Bar," producer: Mark Ristich; 
sound design: Pat Mesili-Miller Snap Judgment, *230, December 7,2011. 

http://snapjudgmenl.org/night-nkk bar 
http://snapjudgmenl.org/tight of your life 

The songs Pat used in this story are: 

"Statistica" (statistics) by Hadag Nahash 
Album: Hadag Nahash on lied Arzi Music 
"Tubthumping" by Chumbawamba 
Album: Tubthumpenm Universal Records 
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“Equator" by Zero Cult 

Album: Vacuum on Cosmiclead Records 

“Grass" by Animal Collective 

Album: Grass on FatCat Records 

" Ihe Product” (Instrumental) by Freeway & Jake One 

Album: 'Ihe Stimulus Package on Rhymesayers Entertainment 

1 49:4 Referenced from a photo by Thomas Prouteau and Polina Fomina. 

1 54:4 Referenced from a photo by Delbridge Langdon Jr 

>55-58 “Out of Body, Roger, by Ann Heppermann and Kara Oehler, Radiolab , sea 
son 2, episode 4. 

http://www.radioIab.org/story/91527-out-of body roger/ 

Images of the centrifuge at the Johnsvillc Naval Air Development Center 
(NADC) referenced from archival photos of NASA tests. I banks to Timothy 
Sestak for helping me track these down. And thanks to Ann Heppermann for 
helping me get in touch with Timothy Sestak. 

164:5 I like a man who casually tosses multiple references to comic books into his 
interviews. 


YOUR BABY'S UOIY: THI EDIT 

169-70 (“.lumas tiist si.»i\ toi Planet Money wax in Nut. supposed to be the first Planet 
Money story ever. Which explains why there were so, so many people on the 
phone. Everyone was excited about this cool new project. As it happened, how 
ever, the global economy fell apart three days before tlu* piece was supposed 
to go live on September 8, 2008, so, you know, they pushed it back until that 
November. 

Ghana Ioffe-Whit, "I low6 Parts Nearly Delayed World’s Biggest Airliner," Planet 
Money, November 1.2008. 

http://www.npr.org/tcmplatcs/story/story.php7storyld 96378999 

173:3 For a complete rundown of all the pieces on "Coming to America.” see the Show 
(luide on page 222 . 

"Gas Tank Crossing"; producer: Stephanie FW, sound design: Pat Mesiti-Miller. 
Snap Judgment, *315, June 29, 2012. 
http://snapjudgment.org/gas-tank-crossing 

173:4 Stephanie Too and Mark Ristich, "I.earning to Speak." Snap Judgment, #315, 
June 29, 2012. 

http://snapjudgment.org/learning speak 

173:5-179 Stcphiinio Foo. “Texas vs. Texas," Snap Judgment, #315, June 29, 2012. 
http://snapjudgment.org/texas-vs texas 

lhanks to Stephanie for sending me her photos from her interview with |oc 
Rowe. 
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The panels that run down the center of these pages are direct quotes from the 
rough cut of the story (this is not the version that ran on the air). Stephanie 
played the story first (as shown in 173:5) and then the group discussed it. 1 he 
discussion is shown alongside quotes from the story for clarity, but in reality, 
they are using notes and their memory of the story to discuss it, and occasion 
ally replaying short clips. 

1 87 fad and Soren are referring to the same story we saw them working on in Chap 
ter 3, pages 122-23: "Inheritance." Radiolab. season 11, episode 2. 
http://www.radiolab.org/story/25l876dnheritance/ 

188 : 5 - 6 , 190:2-4 ' (.earning to Speak." See note to 173: 1 . 

191:5-6, 192, 193 "Gas Tank Crossing." See note to 173:3. 
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Show Guide 


99% invisible http://99percentinvLsible.org/ 

99' * Invisible is a weekly podcast about design. At least, now it’s weekly. When I 
spoke to Roman Mars, in July 2012, it was just before his first Kickstarter cam 
paign, when he started ramping up staffing and frequency. At the time, he worked 
alone, with the long distance assistance of one part-time staffer, Sam t ireenspan. 
Since that time. Roman has become justifiably famous lor his success in building 
an intensely loyal and generous fan base, and connecting to them directly for 
financial support. In his interview, Sean Cole talked about several stories he's 
made for the show, where he is a regular contributor. 

Roman was also one of the earliest staff members of Snap Judgment, hired to 
help Mark and Glynn learn the essentials of tailoring their audio style to what 
was required for a radio show (like where breaks should tall, making sure vocals 
were clear, and so on). I hat's why he's in here talking about Snap. 99% Invisible 
and Radio Diaries are founding members of a new narrative podcast collective 
called Radiolopia. (http://www.radiotopia.fm/) 

the moth http://lhemoth.org/ 

I he Moth is. at its heart, a live storytelling event (or collection of events). 
Founded by George Dawes Green in New York City in 1997. it now runs events 
all over the country, as well as doing a weekly radio show and a podcast. 

The Multistage is the "flagship" event, where directors solicit stories from 
tellers and then direct them intensively, ibis is primarily what ( atherine Burns 
was talking about in our interview. She also refers to a "StorySLAM.” in which 
storytellers work up their own stories and compete to win the accolades of the 
crowd. Stories from both the Mainstage and the StorySI AMs can make it onto 
the radio show and the podcast. For the radio, they are edited (extremely mini 
nually) by lav Allison, who is the radio producer for 7 he Moth Radio Hour , and 
are introduced by lay and the directors. 

I spoke to lay Allison in Woods Hole, Massachusetts, in April 2012. I spoke 
to C atherine Burns in September 2013, and I visited the Moth office in February 
20 M. lenna Weiss-Berman (she of the I ransom Workshop), showed me around 
and helped me with follow up questions. The rest of The Moth's directorial staff 
includes Sarah llaberman, Sarah Austin Jen ness, Jenifer Hixson. Meg Bowles, 
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Kali* Tellers, Maggie Cino, anil Inga Glodowski; with support from Kirsiy Ben 
nett, Whitney Jones, and Jenelle Piter. 

planet money http://npr.org/moiiey/ 

Planet Money is a podcast and radio program about money and the economy. Its 
creators are Adam Davidson and Alex Blumberg (the latter of whom was then 
also a staff member at This American life but has now departed both TAL and 
Planet Money to start a new podcast company, called Gimlet Media). 

I visited Planet Money in the summer of 2012, on |ulv 25-2ft, and August 2 
and S, and followed up with several Skype calls. At the time, they produced two 
podcasts, and two or three segments for All things Considered and Morning P.di 
lion a week, as well as blog content, and four hours a year for I his American life. 

I he main story I followed through the process was about offshore finance, 
by Ghana lotte Walt, but in the end. that one didn't make it in. I he other stories 
I reference are all noted as they come up. 

I he reporting staff when I visited consisted of: 

Alex Blumberg 
Xoe Chaco 
Adam Davidson 

Jacob Goldstein (reporter and blogger) 

Ghana Ioffe- Wall 
David Kestenbaum 
Robert Smith 

And the rest of the staff: 

Caitlin Kenney (producer) 

Jess Jiang (producer) 

I am limy Vo (graphics and design !oi the website) 

I divide il up like that because, officially, those are (were) their jobs. But one 
of the characteristics of this kind of radio is a DIY. follow your interests focus, 
and that means that basically everybody produces and basically everybody re 
ports and is on the air. 

radio diaries http://www.iadiodiaries.org/podiast 

Radio Dianes is also growing, thanks to a very successful Kick-starter campaign, 
and has moved into quarters down the hall from I his American Life. When I 
interviewed loe Richman, in lune 2012, he was still working (with part-time 
assistance) out of his former apartment, a classic Lower Fast Side tenement, 
complete with bathtub in the kitchen, that was cool. 

Radio Diaries grows out of the idea of giving ordinary people tape recorders 
and getting them to record their lives, which Joe and his stall then edit inten¬ 
sively into non-narrated pieces that run on All 'things Considered (and are pod¬ 
cast). But they also do non narrated histories using interviews and historical 
tape, and have even done a few narrated pieces, including for this American 
life I hey have begun producing more stories in more different varieties than 
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RADIOLAB 


SNAP JUDGMENT 


ever, which you can find on their podcast. They are also founding members of 
the podcast collective Radiotopia, with 99% Invisible. 

http://www.radiolab.org/ 

Radiolab is a radio show about ideas, often scientific ideas, that uses experimen 
tal techniques and avant-garde sound to illuminate complex subjects. I visited 
Radiolab in February 2012. Sean Cole was on staff at that time, though he’d 
left shortly before I interviewed him in May 2013.1 interviewed lad Abumrad in 
November 2013 and lune 20M, and senior producer Soren Wheeler and cxccu 
live producer I'llen I lorne in November 2013. 

http://snapjudgment.org/ 

Snap Judgment is a themed weekly radio show that focuses on propulsive 
first person storytelling, intensively edited and soundtrackcd. I visited Snap 
Judgment June II 11. 2012, and had many Skypc follow-ups in the subsequent 
three weeks. While I was following them, they were producing two episodes in 
a three week period, listed below with all the individual stories on those shows. 

I he staff in lune 2012 was as follows: 

Host and executive producer 
Glynn Washington 

Executive producer 
Mark Ristich 

Senior producer 
Anna Sussman 

Producers 
Stephanie Foo 
Jamie DeWolf 
Ren/.o Gorrio 

Pat Mesiti Miller (who is also “music editor”) 

Webmaster, video producer, and graphics designer 
Will Urbina 

"Assistant producer" ( i.e., intern) 

Julia DeWitt (she is now a full producer on the show) 

"(Joining to America'— Snap lodgment, #315, June 29,2012 
http://snapjudgment.org/Coming-to-america 
"Pen Pals." producer: Stephanie l oo: sound design: Renzo Gorrio 
"Gas lank Crossing." producer: Stephanie Poo; sound 
design: Pat Mesiti Miller 

"Texas vs. Texas." producer: Stephanie Foo 
"International Gaydar," producers: Pat Mesiti Miller and 
Anna Sussmun 

"Learning to Speak." producers: Stephanie Poo and Mark Ristich 
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“Circus, Circus” Snap Judgment, #316, fitly 13. 2012 
http://snapjudgment.org/circus-circus 
"Real Boy’* producer: Cilynn Washington; sound design: Pat 
Mesiti-Miller 

“Circus Soviet.” producer: Anna Sussman 

“Raz/le Dazzle," producer: Jamie DcVVolf; sound design: Renzo (iorrio 
“Rocky.” producer: julia DeWitt 

“Rig Mary," producers: Cilynn Washington and Anna Sussman 
“No Talent Circus-Chicken lohn," producer: lamic DcWoll; sound 
design: Mark Ristich 

I also focus on “Night at the Rock Bar," producer: Mark Ristich; sound 
design: Pat Mesiti Miller, which appeared on a different episode, "Fight of Your 
I.il'e" Snap Judgment, #230, 

As a side note, for random reasons the two Snap stories 1 spend the most 
time on involve guns and violence. Ihis isn’t reflective of the majority of Snap 
stories, which cover the gamut of human experience, lust needed to put that out 
there. 

this American life http://www.thisamericanlife.org/ 

More information about participants in and dates for Radio: An Illustrated Guide 
can he found in the preface, on page 13. I hat book was published in Septem 
bei of 1999 as a pledge drive premium, and has been in print ever since, avail 
able primarily via This American life’s website: http://store.thisamericanlife.org/ 
Product I>etrtils.asp?ProductCode- RADIO%3AANILLUSTRATEDGUlDE 

I did follow up interviews with Ira Glass in November 2013. Since I com 
pletcd my research for this book, I'M. has hired up some of the great producers 
you’ll see here from other shows: Ghana Ioffe-Walt, Sean Cole. Stephanie Foo, 
and Zoc Chaco all now work at Ihis American life. On the other hand, Alex 
Blumbcrg has now left TAL and also Planet Money, to begin his own podcast 
company, Gimlet Media. 11 is first podcast, the story of his company, is called 
Startup. TAl has also started a new podcast which reports a single story serial 
i/cd over many weeks, called Serial. As I write this, in December 201-1, the whole 
podcast sector is growing and changing so rapidly it feels foolish to even try to 
catalogue the changes, but 1 call that a good problem to have. 

In April 1999 (when Radio: An Illustrated Guide was written), Ihis American 
Life was produced by Ira Glass, Julie Snyder, Alix Spiegel, and Nancy Updike, 
with help from Todd Bachmnnn, Jorge Just, Sylvia I.einus, and webmaster Kli/ 
abeth Meister. 

transom story workshop http://traiisom.org/workshop/ 

I visited the Transom Workshop on April 7 9, 2012. 

Reading my sections on the workshop, you'd think instructor Rob Rosenthal 
is the kind ot teacher who holds forth at length while students listen and take 
notes. Nothing could be further from the truth. ’I he most remarkable a spec I •>! 
the class was Rob’s teaching method, which involves a lot of listening to stu 
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denis, and nol a lot of talking. Bill because of the brutal editing required by 
comics. 1 wasn’t able to depict this interplay. 

You can listen to all the pieces from that spring’s Transom Workshop here: 
http://transom.org/2012/story workshop pieces spring 2012 2/ 

Rob Rosenthal produces a really great podcast series that goes behind the 
scenes with radio makers and analyzes their best work, called HowSoutid (http:// 
howsound.org/). 

There were nine participants in the Spring 2012 workshop, but only four 
were in the class I attended: 

l.auren Obcr (http://www.oberandout.com/) 

Jessica Rittams (http://lransom.org/workshop/story-workshop/ 
story-workshop-alumni/jessica kittams-ahout-onc-acrc/) 

Jenna Wciss-Berman, who afterward worked at The Moth, was 
incredibly helpful to me in getting reference and filling in the infor¬ 
mation I needed about Moth stories, (http://lransom.org/workshop/ 
slory- workshop/story-workshop alum ni/jenna weiss her man 
-knock-out/) 

Andrew Norton (http://www.andrewnorton.tv) has produced 
a really wonderful series of short documentary videos (http://www 
.lhisisiadio.com/) featuring mail) of the producers who .ire in tins 
book, and from which I cribbed for photo reference. 


FURTHER RE SOURCES 

If you’re interested in making radio yourself, you can find huge amounts of great information on 
Transom.org, about everything from how to mic an interview to how to write narration, to how to 
set up a home studio. It’s an amazing resource. 1 learned a ton and I*ve nevei even tried to make 
radio. 

http://transom.org/ 

Another very comprehensive site devoted to narrative journalism (and not only on the radio) is 

Nieman Storyboard. 

http://www.iucmanMoryboard.org/ 

Ihis American Life also maintains a wrap-up of radio-making resources. 
http://www.lhisamericanlife.org/about/make-radio 
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